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PREFACE TO THE SECOND EDITION. 



I HAVE seldom been more disappointed by the result of my 
best pains given to any of my books, than by the earnest 
request of my publisher, after the opinion of the public had 
been taken on the ' Ethics of the Dust,' that I would '^ write 
no more in dialogue ! " However, I bowed to public judg- 
ment in this matter at once, (knowing also my inventive 
powers to be of the feeblest,) ; but in reprinting the book, 
(at the prevailing request of my kind friend, Mr. Henry Wil- 
lett,) I would pray the readers whom it may at first offend by 
its disconnected method, to examine, nevertheless, with care, 
the passages in which the principal speaker sums the conclu- 
sions of any dialogue : for these summaries were written as 
introductions, for young people, to all that I have said on the 
same matters in my larger books ; and, on re-reading them, 
they satisfy me better, and seem to me calculated to be more 
generally useful, than anything else I have done of the kind. 

The summary of the contents of the whole book, beginning, 
** You may at least earnestly believe," at p. 130, is thus the 
clearest exposition I have ever yet given of the general con- 
ditions under which the Personal Creative Power manifests 
itself in the forms of matter ; and the analysis of heathen con- 
ceptions of Deity, beginning at p. 131, and closing at p. 138, 
not only prefaces, but very nearly supersedes, all that in more 
lengthy terms I have since asserted, or pleaded for, in * Ara- 
tra Pentelici,' and the * Queen of the Au*/ 
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And thus, however the book may fail in its intention of 
suggesting new occupations or interests to its younger read- 
ers, I think it worth reprinting, in the way I have also re- 
printed * Unto this Last,' — page for page ; that the students 
of my more advanced works may be able to refer to these as 
the original documents of them ; of which the most essential 
in this book are these following. 

L The explanation of the baseness of the avaricious func- 
tions of the Lower Pthah, p. 39, with his beetle-gospel, p. 41, 
" that a nation can stand on its vices better than on its vir- 
tues,'^ explains the main motive of all my books on Political 
Economy. 

n. The examination of the connexion between stupidity 
and crime, pp. 57-62, anticipated all that I have had to urge 
in T'ors Clavigera against the commonly alleged excuse for 
public wickedness, — " They don't mean it — they don't know 
any better." 

m. The examination of the roots of Moral Power, pp. 
90-92, is a summary of what is afterwards developed with 
utmost care in my inaugural lecture at Oxford on the rela- 
tion of Art to Morals ; compare in that lecture, §§ 83-85, with 
the sentence in p. 91 of this book, " Nothing is ever done so 
as really to please our Father, unless we would also have done 
it, though we had had no Father to know of it." 

Tliis sentence, however, it must be observed, regards only 
the general conditions of action in the children of God, in 
consequence of which it is foretold of them by Christ that 
they will say at the Judgment, " When saw we thee ? " It 
does not refer to the distinct cases in which virtue consists in 
faith given to command, appearing to foolish human judg- 
ment inconsistent with the Moral Law, as in the sacrifice of 
Isaac ; nor to those in which any directly-given command re- 
quires nothing more of virtue than obedience. 
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IV. The subsequent pages, 92-97, were written especially 
to check the dangerous impulses natural to the minds of many 
amiable young women, in the direction of narrow and selfish 
religious sentiment : and they contain, therefore, nearly 
eyerything which I believe it necessary that young people 
should be made to observe, respecting the errors of monastic 
life. But they in nowise enter on the reverse, or favourable 
side : of which indeed I did not, and as yet do not, feel my- 
self able to speak with any decisiveness ; the evidence on that 
side, as stated in the text, having ^' never yet been dispassion- 
ately examined." 

V. The dialogue with Lucilla, beginning at p. 63, is, to 
my own fancy, the best bit of conversation in the book, and 
the issue of it, at p. 67, the most practically and immedi- 
ately useful. For on the idea of the inevitable weakness and 
corruption of human nature, has logically followed, in our 
daily life, the horrible creed of modem " Social science," that 
aU social action must be scientifically founded on vicious im- 
pulses. But on the habit of measuring and reverencing our 
powers and talents that we may kindly use them, will be 
foimded a true Social science, developing, by the employ- 
ment of them, all the real powers and honourable feelings of 
the race. 

VL Finally, the account given in the second and third lect- 
ures, of the real nature and marvellousness of the laws of 
crystallization, is necessary to the understanding of what 
farther teaching of the beauty of inorganic form I may be 
able to give, either in * Deucalion,' or in my * Elements of 
Drawing/ I wish however that the second lecture had been 
made the beginning of the book ; and would fain now cancel 
the first Altogether, which I perceive to be both obscure and 
dull. It was meant for a metaphorical description of the 
pleasures and dangers in the kingdom of Mammon, or of 
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worldly wealth ; its waters mixed with blood, its fruits en- 
tangled in thickets of trouble, and poisonous when gathered ; 
and the final captivity of its inhabitants within frozen walls of 
cruelty and disdain. But the imagery is stupid and ineffec- 
tive throughout ; and I retain this chapter only because I am 
resolved to leave no room for any one to say that I have with- 
drawn, as erroneous in principle, so much as a single sentence 
of any of my books written since 1860. 

One license taken in this book, however, though often per- 
mitted to essay-writers for the relief of their dulness, I never 
mean to take more, — the relation of composed metaphor as of 
actual dream, pp. 23 and 104 I assumed, it is true, that in 
these places the supposed dream would be easily seen to be 
an invention ; but must not any more, even under so trans- 
parent disguise, pretend to any share in the real powers of 
Vision possessed by great poets and true painters. 

Brantwood : 

lOtA October, 1877. 



PREFACE. 



The following lectures were really given, in substance, at a 
girls' school (far in the country) ; which in the course of vari- 
ous experiments on the possibiUty of introducing some better 
practice of drawing into the modern scheme of female educa- 
tion, I visited frequently enough to enable the children to re- 
gard me as a friend. The lectures always fell more or less 
into the form of fragmentary answers to questions ; and they 
are allowed to retain that form, as, on the whole, likely to be 
more interesting than the symmetries of a continuous treatise. 
Many children (for the school was large) took part, at diflferent 
times, in the conversations ; but I have endeavoured, without 
confusedly multiplying the nimiber of imaginary * speaker, 
to represent, as far as I could, the general tone of comment 
and enquiry among young people. 

It will be at once seen that these Lectures were not intended 
for an introduction to mineralogy. Their pui'j)ose was merely 
to awaken in the minds of young girls, who were ready to work 
earnestly and aystematicaUy. a vital interest in the sul)ject of 
tlieir study. No science can be learned in play ; but it is often 
possible, in play, to bring good fruit out of past labour, or 
show sufficient reasons for the labour of the future. 

* I do not mean, in saying 'imaginary,' that I have not permitted to 
myself, in several instances, the affectionate discourtesy of some remi- 
niscence of personal character ; for wliich I must hope to be forgiven by 
my old pupils and their friends, as I could not otherwise have written 
the book at all. But only two sentences in all the dialogues, and the 
anecdote of 'Dotty,' are literally 'historical.* 



10 PREFACE. 

The narrowness of this aim does not^ indeed, justify the ab- 
sence of all reference to many important principles of struct- 
ure, and many of the most interesting orders of minerals ; but 
I felt it impossible to go far into detail without illustrations ; 
and if readers find this book useful, I may, perhaps, endeavour 
to supplement it by illustrated notes of the more interesting 
phenomena in separate groups of familiar minerals ; — flints of 
the chalk ; — agates of the basalts ; — and the fantastic and ex- 
quisitely beautiful varieties of the vein-ores of the two com- 
monest metals, lead and iron. But I have always foimd that 
the less we speak of our intentions, the more chance there is 
of our realizing them ; and this poor little book will suffi- 
ciently have done its work, for the present, if it engages any 
of its young readers in study which may enable them to de- 
spise it for its shortcomings. 

Denmark Hill : 

Christmas, 1865. 
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LECTTJEE I. 



THE VALLEY OF DIAMONDS. 
A very idle taUc^ by (he dining-room fire^ after rairin-and^mond time. 

Old Lecturer ; Florrie, Isabel, May, Lily, and Sibyl. 

Old Lecturer (L.). Come here, Isabel, and tell me what 
the make-believe was, this afternoon. 

Isabel {arranging herself very primly on the footstool). Such 
a dreadful one ! Florrie and I were lost in the Valley of 
Diamonds. 

L. What ! Sindbad's, which nobody could get out of ? 

Isabel. Yes ; but Florrie and I got out of it 

L. So I see. At least, I see you did ; but are you sure 
Ilon-ie did ? 

Isabel. Quite sure. 

Florrie { putting her head round from behind L.'s .so/a- 
cui<hion). Quite sure. (Disappears again.) 

L. I think I could be made to feel surer about it, 

(Florrie reappears^ gives L. a kiss^ and again exit.) 

L. I suppose it's all right ; but how did you manage it ? 

Ljabel. Well, you know, the eagle that took up Sindbad was 
very large — verj', very large — the largest of all the eagles. 

L. How Large were the others ? 

Isabel. I don't quite know — they were so far oflf. But this 
one was, oh, so big ! and it had great wings, as wide as — 
twice over the ceiling. So, when it was picking up Sindbad, 
Florrie and I thought it wouldn't know if we got on its back 
too : so I got up first, and then I pulled up Florrie, and we 
put our arms round its neck, and away it flew. 
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L. But why did you want to get out of the valley ? and 
why haven't you brought me some diamonds ? 

Isabel. It was because of the serpents. I couldn't pick up 
even the least little bit of a diamond, I was so frightened. 

L. You should not have minded the serpents. 

Is.\B£L. Oh, but suppose that they had minded me ? 

L. We all of us mind you a little too much, Isabel, Pm 
afraid. 

Isabel. No — no — no, indeed. 

L. I tell you ^vhat, Isabel — I don't believe either Sindbad, 
or Florrie, or you, ever were in the Valley of Diamonds. 

Isabel. You naughty ! when I tell you we were 1 

L. Because you say you were frightened at the serpents. 

Isabel. And wouldn't you have been ? 

L. Not at those serpents. Nobody who really goes into 
the valley is ever frightened at them — they are so beautiful 

Is.vBEL [suddeidy serious). But there's no real Valley of Dia- 
monds, is there ? 

L. Yes, Isabel ; very real indeed. 

Florrie (reappearing). Oh, where ? Tell me about ii 

L. I cannot tell you a great deal about it ; only I know it 
is very different from Sindbad's. In his valley, there was 
only a diamond Mng here and there ; but, in the real valley, 
there are diamonds covering the grass in showers every morn- 
ing, instead of dew : and there are clusters of trees, which 
look like lilac trees ; but, in spring, all their blossoms are of 
amethyst. 

Florrie. But tliere can't be any serpents there, then ? 

L. Why not? 

Florrie. Because they don't come into such beautiful 
places. 

L. I never said it was a beautiful place. 

Florrie. A\Tiat ! not with diamonds strewed about it like 
dew? 

L. That's according to your fancy, Florrie. For myself, I 
like dew better. 

Isabel. Oh, but the dew won't stay ; it all dries ! 

L. Yes ; and it would be much nicer if the diamonds dried 
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too, for the people in the valley have to sweep them off the 
grass, in heaps, whenever they want to walk on it ; and then 
the heaps gHtter so, they hurt one's eyes. 

Flobbeb. Now you're just playing, you know. 

Ll So are you, you know. 

Florrie. Yes, but you mustn't play. 

Ll That's very hard, Florrie ; why mustn't I, if you may ? 

Flobrie. Oh, I may, because Pm little, but you mustn't, be- 
cause you're — {herniates for a delicate expression of magnitude), 

Ll {rudely taking the first that comes). Because I'm big? 
No ; that's not the way of it at all, Florrie. Because you're 
little, you should have very little play ; and because I'm big 
I should have a great deal 

Isabel and Florrie {both). No — no — no — no. That isn't it 
at alL (Isabel sola^ quoting Miss Ingelow.) ' The lambs play 
always — they know no better.' {Putting her head very much 
on one side.) Ah, now — please — please — tell us true ; we 
want to know. 

Ll But why do you want me to tell you true, any more 
than the man who wrote the * Arabian Nights ? ' 

Isabel. Because — because we like to know about real 
things ; and you can tell us, and we can't ask the man who 
wrote the stories. 

L. "What do you call real things ? 

Isabel. Now, you know ! Things that really ai'e. 

L. Whether you can see them or not ? 

Isabel. Yes, if somebody else saw them. 

L. But if nobody has ever seen them ? 

Is.U3EL {evading the point). Well, but, you know, if there 
were a real Valley of Diamonds, somebody muat have seen it. 

L. You caunot be so sure of that, Isabel. !Many people go 
to real places, and never see them ; and many people pass 
through this valley, and never see it. 

Florrie. What stupid people they must be ! 

L. No, Florrie. They are much wiser than the people 
who do see it. 

^LvY. I think I know where it is. 

Isabel. Tell us more about it, and then we'll guess. 
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L. WelL There's a great broad road, by a river-side, lead- 
ing up into it. 

May {gravely cunning, with emphasis on the last toord). 
Does the road really go up f 

L. You think it should go down into a valley ? No, it goes 
up ; this is a valley among the hills, and it is as high as the 
clouds, and is often full of them ; so that even the people v^ho 
most want to see it, cannot, always. 

Isabel. And what is the river beside the road like ? 

Ll It ought to be very beautiful, because it flows over 
diamond sand — only the water is thick and red. 

Isabel. Red water ? 

L. It isn't all water. 

May. Oh, please never mind that, Isabel, just now ; I want 
to hear about the valley. 

L. So the entrance to it is very wide, under a steep rock ; 
only such numbers of people are always trj'ing to get in, that 
they keep jostling each other, and manage it but slowly. 
Some weak ones are pushed back, and never get in at all ; 
and make great moaning as they go away : but perhaps they 
are none the worse in the end. 

May. And when one gets in, what is it like ? 

L. It is up and down, broken kind of ground : the road 
stops directly ; and there are great dark rocks, covered all 
over with wild gourds and wild \ineB ; the gourds, if you cut 
them, are red, with black seeds, like water-melons, and look 
ever so nice ; and the people of the place make a red pottage 
of them : but you must take care not to eat any if you ever 
want to leave the valley (though I believe putting plenty of 
meal in it makes it wholesome). Then the wild vines have 
clusters of the colour of amber ; and the people of the coun- 
try say they are the grape of Eshcol ; and sweeter than honey . 
but, indeed, if anybody else tastes them, they are like gall. 
Then there are thickets of bramble, so thorny that they would 
be cut away directly, anywhere else ; but here they are cov- 
ered with little cinque-foiled blossoms of pure silver ; and, 
for ben-ies, they have clusters of rubies. Dark rubies, which 
you only see are red after gathering them. But you may 
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fancy what blackberry parties the children have ! Only they 
get their frocks and hands sadly torn. 

Lily. But rubies can/t spot one s frocks as blackberries 
do? 

L. No ; but 111 tell you what spots them — the mulberries. 
There are great forests of them, all up the hills, covered with 
silkworms, some mimching the leaves so loud that it is like 
mills at work ; and some spinning. But the berries are the 
blackest you ever saw ; and, wherever they fall, they stiain a 
deep red ; and nothing ever washes it out again. And it is 
their juice, soaking through the grass, which makes the river 
so red, because all its springs are in this wood. And the 
boughs of the trees are twisted, as if in pain, like old oHve 
branches ; and their leaves are dark. And it is in these 
forests that the serpents are ; but nobody is afraid of them. 
They have fine crimson crests, and they are wreathed about 
the wild branches, one in every tree, nearly ; and they are 
singing serpents, for the serpents are, in tiiis forest, what 
birds are in ours. 

Florrie. Oh, I don't want to go there at all, now. 

L. You would Hke it very much indeed, Florrie, if you 
were there. The serpents would not bite you ; the only fear 
would be of your turning into one ! 

Florrie. Ob, dear, but that's worse. 

L. You wouldn't think so if you really were turned into 
one, FloiTie ; you would be very proud of your crest. And 
as long as you were yourself (not that you could get there if 
you remained quite the little Florrie you are now), you would 
like to hear the serpents sing. They hiss a little through it, 
like the cicadas in Italy ; but they keep good time, and sing 
deHghtful melodies ; and most of them have seven heads, 
with throats which each take a note of the octave ; so that 
they can sing chords— it is very fine indeed. And the fire- 
flies fly round the edge of the forests all the night long ; you 
wade in fireflies, they make the fields look like a lake trem- 
bhng with reflection of stars ; but you must take care not to 
touch them, for they are not like ItaUan fireflies, but buiii, 
like real sparks. 
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Frx)imiE. I don't like it at all ; 111 never go there. 

L. I \\o\)Q not, Florrie ; or at least tiiat you \dll get out 
again if you do. And it is very difficult to get out, for beyond 
these serpent forests there are great cliflfo of dead gold, which 
form a labyiiuth, winding always higher and higher, till the 
gold is all split asunder by wedges of ice ; and glaciers, welded, 
half of ice seven times frozen, and half of gold seven times 
frozen, hang down from them, and fall in thunder, cleaving 
into deadly splinters, like the Cretan aiTOwheads ; and into 
a mixed dust of snow and gold, ponderous, yet which the 
mountain wliii-lwinds ai'c able to lift and (bive in wreaths 
and pillai*s, hiding the paths with a burial cloud, fatal at once 
"\nth winf ly chill, and weight of golden ashes. So the wan- 
derers in the Lib}Tiuth fall, one by one, and are buried there: 
— yet, over the drifted gi'aves, those who are spared climb to 
the last, through coil on coil <^f the path ; — for at the end of it 
they see the king of the valley, sitting on his throne : and be- 
side him (but it is only a false vision), spectra of creatures 
hke tiiemselvcs, set on thrones, from which they seem to look 
down on all the kingdoms of the world, and the glory of 
them. And on the canopy of liis throne there is an inscrip- 
tion in fiery letters, which they strive to read, but caimot ; for 
it \A written in words which are like the words of all languages, 
and yet are of none. ]Men sav it is more like their own 
tonj^ue to tlio Eujrlish than it is to any other nation ; but the 
only rc(!f )rd of it is by an Ittdian, who heard the King him - 
self ciy it as a war cry, *Papo Satan, Pape Satan Aleppe.' * 

SunL. But do ihi^y all perish tlierc ? You said there was 
a wav t]irou<j:h the valley, and out of it. 

L. Yes ; but few find it. If any of them keep to the grass 
paths, whore the diamonds are swept aside ; and hold their 
hands over tlioir eyes so as not to be dazzled, the grass paths 
lead forward gradually to a place where one sees a little open- 
ing in the golden rocks. You were at Cliamouni last year, 
Sibyl ; did your guide chance to show you the pierced rock 
of the Aiguille du Midi ? 

SujYL. No, indeed, we only got up from Geneva on Monday 

♦ Duute, Inf. 7. 1. 
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nigbt ; and it rained all Tuesday ; and we had to be back at 
Geneva again, early on Wednesday morning. 

L. Of course. That is the way to see a country in a Sibyl- 
line manner, by inner consciousness : but you might have 
seen the pierced rock in your drive up, or do^^^l, if the clouds 
broke : not that there is much to see in it ; one of the crags 
of the aiguille-edge, on the southern slope of it, is struck 
sharply through, as by an awl, into a little eyelet hole ; which 
you may see, seven thousand feet above the valley (as the 
clouds flit past behind it, or leave the sky), first white, and 
then dark blue. Well, there's just such an eyelet hole in one 
of the upper crags of the Diamond Valley ; and, from a dis- 
tance, you think that it is no bigger than the eye of a needle. 
But if you get up to it, they say you may drive a loaded camel 
through it, and that there are fine things on the otlier side, 
but I have never spoken with anybody who had been through. 

Sibyl. I think we understand it now. We will trj' to write 
it down, and think of it. 

L. Meantime, Florrie, though all that I have been tolling 
you is very true, yet you must not tliink the sort of diamonds 
that people wear in rings and necklaces are found lying about 
on the grasa Would you like to see how they really are 
found ? 

Flobbie. Oh, yes — yes. 

L. Isabel— or Lily — run up to my room and fetch me the 
little box with a glass lid, out of the top drawer of the chest 
of di'awei's. (Rare hetm^en Lily and Isabki^) 

ijie-imter Isabel with the box, Vi^rij much out of breath, Lily 
behind,) 

L. Why, you never can beat Lily in a ra(*e on the stairs, can 
vou, Isabel? 

Isabel (panting), Lily — beat me — ever so far — but she gavo 
me — the box — to carry in. 

L. Take off the lid, then ; gently. 

Floriue (fiftei' peejnng in, disappointed). There's only a great 
ugly brown stone ! 

L. Not mucli more than that, certainly, Flomo, if people 
were wise. But look, it is not a single stone ; but a knot of 
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pebbles fixstencd together by gravel ; and in the gravel, or 
compressed sand, if you look close, you will see grains of gold 
glittering everywhere, all through ; and then, do you see these 
two white beads, which shine, as if they had been covered 
with grease ? 

Florkie. May I touch them ? 

L. Yes ; you will find they are not greasy, only very smooth. 
AVell, those are the fatal jewels ; native here in their dust with 
gold, so that you may see, cratlled here together, the two great 
enemies of mankind, — the strongest of all malignant physical 
powers that have tormented our race. 

Sibyl. Is that really so ? I know they do great harm ; but 
do they not also do great good ? 

L. My dear child, what good ? Was any woman, do you 
suppose, ever the better for possessing diamonds? but how 
many have been made base, frivolous, and miserable by desir- 
ing them ? AVas ever man the better for having coflfers full of 
gold? But who shall measure the guilt that is incurred to 
fill them ? Look into the history of any civilised nations ; an- 
alvse, with reference to this one cause of crime and miserv, 
the Hves and thoughts of their nobles, priests, merchants, and 
men of luxurious life. Every other temptation is at last con- 
centrated into this ; pride, and lust, and envy, and anger all 
give up their strength to avaiice. The sin of the whole world 
is essentiallv the sin of Judas. Men do not disbelieve their 
Christ ; but they sell Him. 

Sibyl. But surely that is the fault of human nature ? it is 
not caused by the accident, as it were, of there being a pretty 
metal, Hke goLl, to be found by digging. If people could not 
find that, would they not find something else, and quarrel for 
it instead ? 

L. No. "Wherever legislator have succeeded in excluding, 
for a time, j(?wels and precious metals from among national 
possessions, the national spirit has remained healthy. Cove- 
tousness is not natural to man — generosity is ; but covetous- 
ness must be excited l)y a special cause, as a given disease by 
a given miasma ; and tlie essential nature of a material for the 
excitement of covetousness is, that it shall be a beautiful thing 
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which can bo retained without a use. The moment we can use 
our possessions to any good purpose ourselves, the instinct of 
communicating that use to others rises side by side with out 
l>ower. If you can read a book rightly, you will want others 
to hear it ; if you can enjoy a picture lightly, you will want 
others to see it : learn how to manage a horse, a plough, or a 
fillip, and you will desire to make your subordinates good 
horsemen, ploughmen, or sailors ; you will never be able to 
see the fine instrument you are master of, abused ; but, once 
fix your desire on anything useless, and all the purest pride 
and folly in your heart will mix with the desire, and make you 
at last wholly inhuman, a mere ugly lump of stomach and 
suckers, like a cuttle-fish. 

Sibyl. But surely, these two beautiful things, gold and dia- 
monds, must have been appointed to some good purpose ? 

L. Quite conceivably so, my dear : as also earthquakes and 
pestilences ; but of such ultimate purposes we can have no 
sight. The practical, immediate office of the earthquake and 
pestilence is to slay us, like moths ; and, as moths, we shall be 
wise to Hve out of their way. So, the practical, immediate 
office of gold and diamonds is the multipHed destruction of 
souls (in w4iatever sense you have been taught to understand 
that phrase) ; and the paralysis of wholesome human eflfort 
and thouglit on the face of God's earth : and a wise nation 
Avill live out of the way of them. The money which the Eng- 
lish habitually spend in cutting diamonds would, in ten years, 
if it were applied to cutting rocks instead, leave no dangerous 
reef nor difficult harbour round the whole island coast. Great 
Britain would be a diamond worth cutting, iudeed, a true 
piece of rogaliji. (Lcavfs this to their thoughttifor a Utile while.) 
Then, also, we i)oor mineralogists might sometimes have the 
chance of seeing a fine crystal of diamond imhacked by the 
jeweller. 

SiB^x. Would it be more beautiful uncut ? 

L. No ; but of infinite interest. We might even come to 
know something about tlie making of diamonds. 

SiB\i- I thou«:rht the chemists could make them already ? 

L. In very small black crj'stals, yes ; but no one knows how 
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they are formed where they are found ; or if indeed they are 
formed there at all. These, in my hand, look as if they had 
been swept down with the gravel and gold ; only we can trace 
the gravel and gold to their native rocks, but not the dia- 
monds. Read the account given of the diamond in any good 
work on mineralogy ; — you will find nothing but lists of locali- 
ties of gravel, or conglomerate rock (which is only an old in- 
durated gravel). Some say it was once a vegetable gum ; but 
it may have been chaiTed wood ; but what one would like to 
know is, mainly, why charcoal should make itself into dia- 
monds in India, and only into black lead in Borrowdale. 

Sibyl. Are they wholly the same, then ? 

L. There is a little iron mixed with our black lead but 
nothing to hinder its crystallisation. Your pencils in fact are 
all pointed with formless diamond, though they would be 
H H H pencils to purpose, if it crystallised. 

Sibyl. But what is crystallisation ? 

L. A pleasant question, when one's half asleep, and it has 
been tea time these two hours. What thoughtless things 
girls are ! 

Sibyl. Yes, we are ; but we want to know, for all thai 

L. My dear, it would take a week to tell you. 
' Sibyl. Well, take it, and tell us. 

L. But nobody knows anything about it. 

Sibyl. Then tell us something that nobody knowa 

L. Get along with you, and tell Dora to make tea. 

{The house rises; but of course the Lecturer vxmted to 
he forced to lecture again, and was.) 
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In the large Sc/uxdroomj to which everybody has been summoned by 

ringing of the great belt. 

L. So you have all actually come to hear about crj'stallisa- 
tion ! I cannot conceive why, unless the Httle ones think that 
the discussion may involve some reference to sugar-candy. 

(Symptoms of high displeasure among the younger members 
of council, Isabel froums severely at L., and shakes her 
head violently,) 

My dear children, if you knew it, you are yourselves, at 
this moment, as you sit in your ranks, nothing, in the eye of 
a mineralogist, but a lovely group of rosy sugar-candy, ar- 
ranged by atomic forces. And even admitting you to be 
something more, you have certainly been crystallising with- 
out knowing it. Did I not hear a great hurrying and whis- 
pering, ten minutes ago, when you were late in from the play- 
ground ; and thought you would not all be quietly seated by 
the time I was ready : — besides some discussion about places 
— something about * it s not being fair that the little ones 
should always be nearest ? ' Well, you were then all being 
crystallised. When you ran in from the garden, and against 
one another in the passages, you were in what mineralogists 
would call a state of solution, and gradual confluence ; when 
you got seated in those orderly rows, each in her proper 
place, you became crystalline. That is just what the atoms of 
a mineral do, if they can, whenever they get disordered : 
they get into orcler again as soon as may be. 

I hope you feel inclined to interrupt me, and say, * But we 
know our places ; how do the atoms know theirs ? And some- 
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times we dispute about our places ; do the atoms — (and, be- 
sides, we don't like being compared to atoms at all) — never 
dispute about theirs?* Two wise questions these, if you had 
a mind to put them ! it was long before I asked them myself, 
of myself. And I will not call you atoms any more. May I 
call you — let me see — * primary molecules ? ' ( General dissent 
indicated in subdued hut decisive murmurs.) No ! not even, in 
familiar Saxon, ' dust ? ' 

{Pause, with expression on faces of sorrowful doubt; Lily 
gives voice to the general sentiment in a timid 'Please 
don't:) 

No, children, I won't call you that ; and mind, as you grow 
up, that you do not get into an idle and wicked habit of call- 
ing yourselves that. You are something better than dust, 
and have other duties to do than ever dust can do ; and the 
bonds of aifection you will enter into are better than merely 
* getting into order.' But see to it, on the other hand, that 
you always behave at least as well as * dust ; ' remember, it is 
only on compulsion, and while it has no free permission to do 
as it likes, that it ever gets out of order ; but sometimes, with 
some of us, the compulsion has to be the other way — hasn't 
it? (Retnonstratory whispers^ expressive of opinion that the 
Lecturer is becoming too pen^onal.) Pm not looking at any- 
body in particular — indeed I am not. Nay, if you blush so, 
Katlileen, how can one help looking? We'll go back to the 
atoms. 

* How do they know their places ? ' you asked, or should 
have asked. Yes, and they have to do much more than know 
them : they have to find their way to them, and that quietly 
and at once, without running against each other. 

We may, indeed, state it briefly thus : — Suppose you have 
to build a cjistle, with towers and roofs and buttresses, out 
of bricks of a given shape, and that these bricks are all lying 
in a huge heap at the bottom, in utter confusion, upset out 
of carts at random. You would have to draw a great many 
plans, and count all your bricks, and be sure you had enough 
for this and that tower, before you began, and then you 



THE PYRAMID BUILDERS. 23 

would have to lay your foundation, and add layer by layer, in 
order, slowly. 

But how would you be astonished, in these melancholy 
days, when children don't read children's books, nor beheve 
any more in fairies, if suddenly a real benevolent fairy, in a 
bright brick-red gown, were to rise in the midst of the red 
bricks, and to tap the heap of them with her wand, and say : 
' Bricks, bricks, to your places ! ' and then you saw in an 
instant the whole heap rise in the air, like a swarm of red 
bees, and — you have been used to see bees make a honey- 
comb, and to think that strange enough, but now you would 
see the honeycomb make itself ! — You want to ask something, 
Florrie, by the look of your eyes. 

Florrie. Are they turned into real bees, with stings ? 

L. No, Florrie ; you are only to fancy flying bricks, as you 
saw the slates flying from the roof the other day in the 
storm ; only those slates didn't seem to know where they 
were going, and, besides, were going where they had no 
business: but my spell-bound bricks, though they have no 
wings, and what is worse, no heads and no eyes, yet find 
their way in the air just where they should settle, into 
towers and roofs, each flying to his place and fastening there 
at the right moment, so that every other one shall fit to him 
in his turn. 

Lily. But who are the fairies, then, who build the crystals ? 

L. There is one great fairy, Lily, who builcls much more 
than crj'stals ; but she builds these also. I dreamed that I 
saw her building a pyramid, the other day, as she used to do, 
for the Pharaohs. ' 

Isabel. But that was only a dream ? 

L. Some dreams are truer than some wakings, Ljabel ; but 
I won't tell it you unless you like. 

Isabel. Oh, please, please. 

L. You are all such wise children, there's no talking to 
you ; you won't beheve anything. 

Lily. No, we are hot wise, and we will believe anything, 
when you say we ought. 

L. Well, it came about this way. Sibyl, do you recollect 
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that evening when we had been looking at your old cave by 
Cumse, and wondering why you didn't live there still ; and 
then we wondered how old you were ; and Egypt said you 
wouldn't tell, and nobody else could tell but she ; and you 
laughed — I thought very gaily for a Sibyl — and said you 
would harness a flock of cranes for us, and we might fly over 
to Egypt if we liked, and see. 

Sibyl. Yes, and you went, and couldn't find out after all ! 

L. Why, you know, Egypt had been just doubling that 
third pyramid of hers ; * and making a new entrance into it ; 
and a fine entrance it was ! First, we had to go through an 
ante-room, which had both its doors blocked up with stones ; 
and then we had three granite portcullises to pull up, one 
after another; and the moment we had got under them, 
Egj'pt signed to somebody above ; and down they came 
again behind us, with a roar like thunder, only louder ; then 
we got into a passage fit for nobody but rats, and Egypt 
wouldn't go any further herself, but said we might go on if 
we Uked ; and so we came to a hole in the pavement, and 
then to a granite trai>door — and then we thought we had 
gone quite far enough, and came back, and Egypt laughed 
at us. 

Egypt. You would not have had me take my crown off^ 
and stoop all the way down a passage fit only for rats? 

L. It was not the crown, Egypt — you know that very welL 
It was the flounces that would not let you go any farther. I 
suppose, however, you wear them as typical of the inunda- 
tion of the Nile, so it is all right. 

Isabel. "Why didn't you take mo with you? Where rats 
can go, mice can. I wouldn't have come back. 

L. No, mousie ; you would have gone on by yourself, and 
3'ou might have waked one of Pasht's cats,f and it would 
have eaten you. I was very glad you were not there. But 
after all this, I suppose the imagination of the heavy granite 
blocks and the underground ways had troubled me, and 
dreams are often shaped in a strange opposition to the im- 
pressions that have caused them ; and from all that we had 

• Js ote i. f Note iii. 
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been reading in Bunsen about stones that couldn't be lifted 
\nth levers, I began to dream about stones that lifted them- 
selves with winga 

SiBTL. Now you must just tell us all about ii 

L. I dreamed that I was standing beside the lake, out of 
whose clay the bricks were made for the great pyramid of 
Asychis.* They had just been all finished, and were lying 
by the lake margin, in long ridges, like waves. It was near 
evening ; and as I looked towards the sunset, I saw a thing 
like a dark pillar standing where the rock of the desert stoops 
to the Nile valley. I did not know there was a pillar there, 
and wondered at it ; and it grew larger, and glided nearer, 
becoming like the form of a man, but vast, and it did not 
move its feet, but glided like a pillar of sand. And as it drew 
nearer, I looked by chance past it, towards the sim ; and saw 
ft silver cloud, which was of all the clouds closest to the sun 
(and in one place crossed it), draw itself back from the sun, 
suddenly. And it turned, and shot towards the dark pillar ; 
leaping in an arch, like an arrow out of a bow. And I 
thought it was lightning ; but when it came near the shadowy 
pillar, it sank slowly down beside it, and changed into the 
shape of a woman, very beautiful, and with a strength of 
deep cdm in her blue eyes. She wiis robed to the feet with 
a white robe ; and above that, to her knees, by the cloud 
which I had seen across the snn ; but all the golden ripples 
of it had become plumes, so that it had changed into two 
bright wings like those of a vulture, which wrapped round 
her to her knees. She had a weaver's shuttle hanging over 
her shoulder, by the thread of it, and in her left hand, ar- 
rows, tipped with fire. 

Isabel {clapping her hands). Oh ! it was Neith, it was 
Neith ! I know now. 

L. Yes ; it was Neith herself ; and as the two great spirits 
came nearer to me, I saw they were the Brother and Sister — 
the pillared shadow was the Greater Pthah.f And I heard 
them speak, and the sound of their words was like a distant 
singing. I could not understand the words one by one; yet 

♦ Note il t Note iiL 
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their sense came to me ; and so I knew that Neith had eome 
down to see her brother s work, and the work that he had 
put into the mind of the king to make his servants do. And 
she was displeased at it ; because she saw only pieces of dark 
clay : and no porphyry, nor marble, nor any fair stone that 
men might engrave the figures of the gods upon. And she 
blamed her brother, and said, ' Oh, Lord of truth ! is this 
then thy ^vill, that men should mould only four-square pieces 
of clay : and the forms of the gods no more ? ' Then the 
Lord of tinith sighed, and said, ' Oh ! sister, in truth they do 
not love us ; why should they set up our images ? Let them 
do what they may, and not lie — ^let them make their clay 
four-square ; and labour ; and perish.* 

Then Neitb's dark blue eyes grew darker, and she said, 
*0h, Lord of truth! why should they love us? their love is 
vain ; or fear us? for their fear is base. Yet let them testify 
of us, that thev knew we lived for ever.* 

But the Lord of truth answered, * They know, and yet they 
know not Let them keep silence ; for their silence only is 
truth.' 

But Neith answered, ' Brother, wilt thou also make league 
with Death, because Death is true ? Oh ! thou potter, who 
hast cast these human things from thy wheel, many to dis- 
honour, and few to honour ; wilt thou not let them so much 
as see my face ; but slay them in slavery?* 

But Pthah only answered, * Let them build, sister, let them 
build.* 

And Neith answered, * What shall they build, if I build not 
with them ? ' 

And Pthah drew with his measuring rod upon the sand. 
And I saw suddenly, drawn on the sand, the outlines of great 
cities, and of vaults, and domes, and aqueducts, and bastions, 
and towers, greater than obeUsks, covered with black clouds. 
And the wind blew ripples of sand amidst the Hnes that 
Pthah drew, and the moving sand was like the marching of 
men. But I saw that wherever Neith looked at the lines, 
they faded, and were effaced. 

* Oh, Brother ! ' she said at last, * what is this vanity ? If I 
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who am Lady of wisdom, do not mock the children of men, 
why shouldst thou mock them, who art Lord of truth ? * But 
Pthah answered, ' They thought to bind me ; and they shall 
be bound. They shall labour in the fire for vanity.* 

And Neith said, looking at the sand, * Brother, there is no 
true labour here — there is only weary life and wasteful 
death.' 

And Pthah answered, *Isit not truer labour, sister, than 
thy sculpture of dreams ? ' 

Then Neith smiled ; and stopped suddenly. 

She looked to the sun ; its edge touched the horizon-edge 
of the desert. Then she looked to the long heaps of pieces 
of clay, that lay, each ^yith its blue shadow, by the lake 
shore. 

'Brother,* she said, *how long will this pyramid of thine be 
in building ? * 

* Thoth will have sealed the scroll of the years ten times, 
before the summit is laid.* 

' Brother, thou knowest not how to teach thy children to 
labour,' answered Neith. * Look ! I must follow Phre be- 
yond Atlas ; shall I build your pjTamid for you before he 
goes down ? * And Pthah answered, * Yea, sister, if thou 
canst put thy winged shoulders to such work.* And Neith 
drew herself to her height ; and I heard a clashing pass 
through the plumes of her wings, and the asp stood up on 
her helmet, and fire gathered in her eyes. And she took one 
of the flaming arrows out of the sheaf in her left hand, and 
stretched it out over the heaps of clay. And they rose up 
like flights of locusts, and spread themselves in the air, so 
that it grew dark in a moment. Then Neith designed them 
places ^vith her arrow point ; and they drew into ranks, like 
dark clouds laid level at morning. Then Neith pointed with 
her arrow to the north, and to the south, and to the east, and 
to the west, and the flying motes of earth drew asunder into 
four great ranked crowds ; and stood, one in the north, and 
one in the south, and one in the east, and one in the west — 
one against another. Then Neith spread her wings wide for 
an instant, and closed them with a sound like the sound of 
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a rushing sea ; and waved her hand towards the foundation 
of the pyramid, where it was laid on the brow of the desert 
And the four flocks drew together and sank down, like sea- 
birds settling to a level rock ; and when they met, there was 
a sudden flame, as broad as the pyramid, and as high as the 
clouds ; and it dazzled me ; and I closed my eyes for an in- 
stant ; and when I looked again, the pyramid stood on its 
rock, perfect ; and purple with the Hght from the edge of the 
sinking sun. 

The younger Children (variously pleased). I'm so glad I 
How nice ! But what did Pthah say ? 

L. Neith did not wait to hear what he would say. When 
I turned back to look at her, she was gone ; and I only saw 
the level white cloud form itself again, close to the arch of 
the sun ns it sank. And as the last edge of the sun disap- 
peared, the form of Pthah faded into a mighty shadow, and 
so passed away, 

Egypt. Ahd was Neith s pyramid left ? 

L. Yes ; but you could not think, Egypt, what a strange 
feeling of utter loneliness came over me when the presence 
of the two gods passed away. It seemed as if I had never 
known what it was to be alone before ; and the unbroken 
line of the desert was terrible. 

Egypt. I used to feel that, when I was queen : sometimes 
I had to carve gods, for company, all over my palace. I 
would fain have seen re£d ones, if I could. 

L. But listen a moment yet, for that was not quite all my 
dream. Tiie twilight drew swiftly to the dark, and I could 
hardly see the great pyramid ; when there came a heavy 
murmuring sound in the air ; and a horned beetle, with ter- 
rible claws, fell on the sand at my feet, with a blow like the 
beat of a hammer. Then it stood up on its hind claws, and 
waved its pincers at me : and its fore claws became strong 
arms, and hands ; one grasping real iron pincers, and the 
other a huge hammer ; and it had a helmet on its head, with- 
out any eyelet holes, that I could see. And its two hind 
claws beciime strong crooked legs, with feet bent inwarda 
And so there stood by me a dwarf, in glossy black armour, 
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ribbed and embossed like a beetle's back, leaning on bis ham- 
mer. And I could not speak for wonder ; but he spoke with 
a murmur like the dying away of a beat upon a belL He 
said, 'I will make Neith's great pyramid small I am the 
lower Pthah ; and have power over fire. I can wither the 
strong things, and strengthen the weak ; and everything that 
is great I can make small, and everything that is little I can 
ma^e great.' Then he turned to the angle of the p}Tamid 
and limped towards it. And the p}Tamid grew deep purple ; 
and then red like blood, and then pale rose-colour, like fire. 
And I saw that it glowed with fire from within. And the 
lower Pthah touched it mth the hand that held the pincers ; 
and it sank down like the sand in an hour-glass, — then drew 
itself together, and sank, still, and became nothing, it seemed 
to me ; but the armed dwarf stooped down, and took it into 
his hand, and brought it to me, saying, * Everything that is 
great I can make like this pyramid ; and give into men*s 
hands to destroy.* And I saw that he had a httle pj-ramid in 
his hand, with as many courses in it as the large one ; and 
built like that, only so smalL And because it glowed still, I 
was afraid to touch it ; but Pthah said, * Touch it — for I have 
bound the fire within it, so that it cannot bum.' So I 
touched it, and took it into my own hand ; and it was cold ; 
only red, like a ruby. And Pthah laughed, and became like 
a beetle again, and buried himself in the sand, fiercely ; 
throwing it back over his shoulders. And it seemed to me as 
if he would draw me down with him into the sand ; and I 
started back, and woko, holding the Httle pyramid so fast in 
mv hand that it hurt me. 

Egypt. Holding what in your hand ? 

L. The Httle pyramid. 

Egypt. Neith's pyramid ? 

L. Neith's, I believe ; though not built for Asychis. I 
know only that it is a little rosy transparent pyramid, built 
of more courses of bricks than I can count, it being made so 
small. You don't beHeve me, of coui*se, Egyptian infidel ; 
but there it is. {Giving crystal of rose Fluor.) 
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{Confused examination by crotoded audience, over each 
other's shoulders and under each other's arms, Disap^ 
pointment begins to manifest UseJf) 

Sibyl {not quite knowing why she and otliers are disappointed). 
But you showed us this the other day ! 

L. Yes ; but you would not look at it the other day. 

Sibyl. But was all that fine dream only about this ? 

L. What finer thing could a dream be about than this? 
It is small, if you will ; but when you begin to think of things 
rightly, the ideas of smallness and largeness pass away. The 
making of this pyramid was in reality just as wonderful as 
the dream I have been telling you, and just as incomprehen- 
sible. It was not, I suppose, as swift, but quite as gi*and 
things are done as swiftly. When Neith makes crystals of 
snow, it needs a great deal more marshalling of the atoms, 
by her flaming arrows, than it does to make crystals like this 
one ; and that is done in a moment. 

Egypt. But how you do puzzle us ! Why do you say Neith 
does it ? You don't mean that she is a real spirit, do you ? 

L. WTiat / mean, is of little consequence. What the Egyp- 
tians meant, who called her ' Neith/ — or Homer, who called 
her * Athena/ — or Solomon, who called her by a word which 
the Greeks render as * Sophia,' you must judge for yourselvea 
But her testimony is always the same, and all nations have 
received it : *I was by Him as one brought up with Him, and 
I was daily His delight ; rejoicing in the habitable parts of 
the earth, and my delights were with the sons of men.' 

jMary. But is not that only a personification ? 

L. If it be, what will you gain by unpersonifyiug it, or 
what right have you to do so ? Cannot you accept the image 
given you, in its Hfe ; and Hsten, like children, to the words 
which chiefly belong to you as children : ' I love them that 
love me, and those that seek me early shall find mo ? * 

{They are all quiet for a minute or two ; questions begin 
to appear in their eyes) 

I cannot talk to you any more to-day. Take that rose' 
crystal away with you, and think. 
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A ttfjf dvU LKtmre^wOfuBf brtm^ uptm Aemudta hg ihe dder tkOdroL 
S(fme uf the f^mikg oma hate^ kaweKr^ wtamaged to get inbjf mittakt, 
ScESE. ike SAtMirwrn. 

L. So I am \o stand up here merd j to be asked qne«tiona^ 
to-daT, Miss Marv. am I ? 

Maet. Yes; and joa must answer them phdnly; without 
telling ns any m<xe stories. Toa are quite spoiling the chil- 
dren: the poor little things' heads are turning round like 
kaleidoscopes; and thej don't know in the least what you 
mean. Nor do we old ones, either, for that matter: to-daj 
Tou must reallj tell us nothing but facts. 

L. I am sworn ; but tou won't like it, a bit 

Ma£t. Now, first of all, what do vou mean bv ' bricks? ' — 
Are the smallest particles of minerals all of some accurate 
shape, like bricks ? 

L. I do not know. Miss Mary ; I do not even know if any- 
body know& The smallest atoms winch are visibly and prac- 
tically put together to make large crystals, may better be 
described as 'limited in fixed directions' than as 'of fixed 
forms.' But I can tell vou nothinj? clear about ultimate 
atoms : you will find the idea of little bricks, or, perhaps, of 
little spheres, available for all the uses you will have to put 
itta 

Mabv. Well, it's very provoking ; one seems always to be 
stopped just when one is coming to the very thing one wants 
to know. 

L. No, ^lary, for we should not wish to know anything but 
what is easily and assuredly knowable. There's no end to it 
If I could show you, or myself a group of ultimate atoms. 
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quite clearly, in this magnifying glass, we should both be 
presently vexed because we could not break them in two 
pieces, and see their insides. 

Mary. Well then, next, what do you mean by the flying of 
the bricks? What is it the atoms do, that is like flying? 

li. When they are dissolved, or uncrystallised, they are 
really separated from each other, like a swarm of gnats in the 
air, or like a shoal of fish in the sea ; — generally at about 
equal distances. In currents of solutions^ or at different 
depths of them, one part may be more full of the dissolved 
atoms than another ; but on the whole, you may think of 
them as equidistant, like the spots in the print of your gown. 
If they are separated by force of heat only, the substance is 
said to be melted ; if they are separated by any other sub- 
stance, as particles of sugar by water, they are said to be 
'dissolved.* Note this distinction cai'efully, all of you. 

Dora. I will be very particular. When next you tell me 
there isn't sugar enough in your tea^ I will say, * It is not yet 
dissolved, sir.' 

L. I tell you what shidl be dissolved, Miss Dora ; and that s 
the present parliament, if the members get too saucy. 

(Doit,k folds her hands and casts doivn her eyes.) 

L. (proceeds in state). Now, Miss Mary, you know already, 
I believe, that nearly everything will melt, under a sufficient 
heat, like wax. Limestone melts (under pressure); sand 
melts ; granite melts ; the lava of a volcano is a mixed mass 
of many kinds of rocks, melted : and any melted substance 
nearly always, if not always, ciystallises as it cools ; the more 
slowly the more perfectly. Water melts at what we call the 
freezing, but might just as wisely, though not as conveniently, 
call the melting, point ; and radiates as it cools into the most 
beautiful of all known crystnls. Glass melts at a greater heat^ 
and will crystallise, if you let it cool slowly enough, in stars, 
much Hke snow. Gold needs more heat to melt it, but crys- 
talUses also exquisitely, as I will presently show you. Arsenic 
and sulphur crystallise from their vapours. Now in any of 
these cases, either of melted, dissolved, or va^>orous bodies, 
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the particles are usually separated from each other, either by 
heat, or by an intermediate substance ; and in crystallis- 
ing they are both brought nearer to each other, and packed, 
so as to fit as closely as possible : the essential part of the 
business being not the bringing together, but the packing. 
Who packed your trunk for you, last hoHdays, Isabel ? 

Isabel. Lily does, alway& 

li. And how much can you allow for Lily's good packing, 
in guessing what will go into the tnmk ? 

Isabel. Oh ! I bring twice as much as the ti'unk holds. 
Lily always gets everything in. 

Lily. All ! but, Isey, if you only knew what a time it takes ! 
and since you've had those great hard buttons on your frocks, 
I can't do anything with them. Buttons won't go anywhere, 
you know. 

L. Yes, Lily, it would be well if she only knew what a time 
it takes ; and I wish any of us knew what a time crystaUisa- 
tion takes, for that is consummately fine packing. The parti- 
cles of the rock are thrown down, just as Isabel brings her 
things — in a heap ; and innumerable Lilies, not of the valley, 
but of the rock, come to pack them. But it takes such a 
time ! 

However, the best — out and out the best — way of under- 
standing the thing, is to crystallise yourselves. 

The Audience. Ourselves ! 

L. Yes ; not merely as you did the other day, carelessly, 
on the schoolroom forms ; but carefully and finely, out in the 
playground. You can play at crj^staUisation there as much as 
you please. 

Kathleen and Jessie. Oh ! how ? — how ? 

L. First, you must jnit yourselves together, as close as you 
can, in the middle of the grass, and form, for fii*st practice, 
any figure you like. 

Jessie. Any dancing figure, do you mean ? 

L. No ; I mean a squai*e, or a cross, or a diamond. Any 
figure you like» standing close together. You had better out- 
line it first on tlie turf, with sticks, or pebbles, so as to see 
that it is rightly drawn ; tlien get into it and enlarge or dimin- 
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ish it at one side^ till you are aJl quite in it, and no empty 
space left. 

Dora. Crinoline and all ? 

L. The crinoline may stand eventually for rough crystalline 
surface, unless you pin it in ; and then you may make a pol- 
ished crystal of yourselves. 

Lily. Oh, we'U pin it in — well pin it in ! 

L. Then, when you are all in the figure, let every one note 
her place, and who is next her on each side ; and let the out- 
siders count how many places they stand from the comers. 

Kathleen. Yes, yes, — and then? 

L. Then you must scatter all over the playground — right 
over it from side to side, and end to end ; and put yourselves 
all at equal distances from each other, everywhere. You 
needn't mind doing it very accurately, but so as to be nearly 
equidistant ; not less than about three yards apart from each 
other, on every side. 

Jessie. We can easily cut pieces of string of equal length, 
to hold. And then ? 

L. Then, at a given signal, let everybody walk, at the same 
rate, towards the outlined figure in the middle. You had 
better sing as you walk ; that will keep you in good time. 
And as you close in towards it, let each take her place, and 
the next comers fit themselves in beside the fii*st ones, till you 
are all in the figure again. 

Kathleen. Oh ! how we shall nin against each other ! What 
fun it will be ! 

L. No, no. Miss Katie ; I can't allow any running against 
each other. The atoms never do that, whatever human creat- 
ures do. You must all know your places, and find your way 
to them without jostling. 

Lily. But how ever shall we do that ? 

Isabel. Mustn't the ones in the middle be the nearest, and 
the outside ones farther off — when we go away to scatter, I 
mean? 

L. Yes ; you must be very careful to keep your order ; you 
will soon find out how to do it ; it is only like soldiers form- 
ing square, except that each must stand still in her place 
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as she reaches it, and the others come round her ; and you 
will have much more complicated figures, afterwards, to form, 
than squares 

Isabel. Ill put a stone at mj place : then I shall know it. 

L. You might each nail a bit of paper to the turf, at your 
place, with your name upon it : but it would be of no use, 
for if you don't know your places, you will make a fine piece 
of business of it, while you are looking for your name& 
And, Isabel, if with a little head, and eyes, and a brain (all 
of them very good and serviceable of their kind, as such 
things go), you think you cannot know your place without a 
stone at it, after examining it well, — how do you think each 
atom knows its place, when it never was there before, and 
there's no stone at it ? 

Isabel. But does every atom know its place ? 

L. How else could it get there ? 

Mabt. Are they not attracted to their places ? 

L. Cover a piece of paper with spots, at equal intervals ; 
and then imagine any kind of attraction you choose, or any 
law of attraction, to exist between the spots, and try how, on 
that permitted supposition, you can attract them into the 
figure of a IMaltese cross, in the middle of the paper. 

Mary (having tried it). Yes ; I see that I cannot : — one 
would need all kinds of attractions, in different ways, at dif- 
fierent places. But you do not mean that the atoms are alive ? 

L. What is it to be alive ? 

Dora. There now ; you're going to be provoking, I know. 

L. I do not see why it should be provoking to be asked 
what it is to be alive. Do you think you don't know whether 
you are ahve or not ? 

(Isabel skips to the end of the room and back.) 

Ix Yes, Isabel, that's all veiy fine ; and you and I may call 
that being alive : but a modern philosopher calls it being in a 
* mode of motion. ' It requires a certain quantity of heat to 
take you to the sideboard ; and exactly the same quantity to 
bring you back again. That's all. 

Isabel. No, it isn't. And besides, I'm not hot 
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L. I am, sometimes, at the way they talk. However, you 
know, Isabel, you might have been a particle of a mineral, and 
yet have been carried round the room, or anywhere else, by 
chemical forces, in the HveUest way. 

Isabel. Yes ; but I wasn't carried : I carried myself. 

L. The fact is, mousie, the difficulty is not so much to say 
what makes a thing alive, as what makes it a Self. As soon 
as you ai*e shut off from the rest of the universe into a Self, 
you begin to be ahve. 

Violet {indignant). Oh, surely — surely that cannot be so. 
Is not all the life of the soul in communion, not separation f 

L. Tliere can be no communion where there is no distinc- 
tion. But we shall be in an abyss of metaphysics presently, 
if we don't look out ; and besides, we must not be too grand, 
to-day, for the younger children. We'll be grand, some day, 
by ourselves, if we musi {The younger children are not 
pleased, and prejimre to remonstrate ; but, knowing by experi- 
ence, that all conversations in which tJie word 'communion' 
occurs, are unintelligible, think better of it.) Meantime, for 
broad answer about the atom& I do not think we should 
use the word * life,' of any energy which does not belong to 
a given form. A seed, or an e^g, or a young animal are pro- 
perly called ' alive ' with respect to the force belonging to 
those foims, which consistently develops that form, and no 
other. But the force which crystallises a mineral appears to 
be chiefly external, and it does not produce an entirely deter- 
minate and individual form, Hmited in size, but only an ag- 
gregation, in which some limiting laws must be observed. 

Mary. But I do not see much difference, that way, between 
a cr}'stal and a tree. 

L. Add, then, that the mode of the energy in a living 
thing implies a continual change in its elements ; and a 
peiiod for its end. So you may define life by its attached 
negative, death ; and still more by its attached ix)sitive, 
birth. But I won't be plagued any more about this, just 
now ; if you cliooso to think the ciystals alive, do, and wel- 
come. Rocks have alwavs been called * living * in their na- 
tive place. 
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Maby. Theae*s one question more ; then IVe done. 

L. Only one ? 

Mabt. Only one. 

L. But if it is answered, won't it turn into two ? 

Mabj. No ; I think it will remain single, and be comfort- 
able. 

L. Let me hear ii 

Mabt. You know, we are to crystallise ourselves out of 
the whole playground. Now, what playground have the 
minerals ? Where are they scattered before they are crystal- 
lised ; and where are the crystals generally made ? 

L. That sounds to me more like three questions than one, 
Mary. If it is only one, it is a wide one. 

Mab7. I did not say anything about the width of it. 

L. Well, I must keep it within the best compass I can. 
WTien rocks either dry from a moist state, or cool from a 
heated state, they necessarily alter in bulk ; and cracks, or 
open spaces, form in them in all directions. Tliese cracks 
must be filled up with soUd matter, or the rock would even- 
tually become a ruinous heap. So, sometimes by water, 
sometimes by vapour, sometimes nobody knows how, crystal- 
lisable matter is brought from somewhere, and fastens itself 
in these open spaces, so as to bind the rock together again, 
with crystal cement, A vast quantity of hollows are formed 
in lavas by bubbles of gas, just as the holes are left in bread 
well baked. In process of time these ca\dtie8 are generally 
filled with various crystals. 

]VL\RY. But where does the crystallising substance come from ? 

L. Sometimes out of the rock itself ; sometimes from below 
or above, through the veins. The entire substance of the 
contracting rock may be filled with liquid, pressed into it so 
as to fill ever}' pore ; — or with mineral vapour ; — or it may 
be so charged at one place, and empty at another. There's 
no end to the ' may he's.* But all that you need fancy, for 
our present purpose, is that hollows in the rocks, like the 
caves in Derbyshire, are traversed by liquids or vapour con- 
taining certain elements in a more or less free or separate 
state, which crj^stallise on the cave walls. 
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Sibyl. There now; — Mary has had all her • questions an- 
swered : it's mj turn to have mine. 

L. Ah, there's a conspiracy among you, I see. I might 
have guessed as much. 

Dora. I*m sure you ask us questions enough ! How can 
you have the heart, when you disHke so to be asked them 
yourself ? 

L. My dear child, if people do not answer questions, it 
does not matter how many they are asked, because theyVe 
no trouble with them. Now, when I ask you questions, I 
never expect to be answered ; but when you ask me, you 
always do ; and it's not fair. 

Dora. Very well, we shall understand, next time. 

Sibyl. No, but seriously, we all want to ask one thing 
more, quite dreadfully. 

L. And I don't want to be asked it, quite dreadfully ; but 
you'll have your own way, of course. 

Sibyl. We none of us understand about the lower Pthah. 
It was not merely yesterday ; but in all we have read about 
him in Wilkinson, or in any book, we cannot understand 
what the Egyptians put their god into that ugly little de- 
formed shape for. 

L. Well, I'm glad it's that sort of question ; because I can 
answer anything I like, to thai 

Egypt. Anjiihing you like will do quite well for us ; we 
shall be pleased with the answer, if you are. 

L. I am not so sure of that, most gracious queen ; for I 
must begin by the statement that queens seem to have dis- 
liked all sorts of work, in those days, as much as some queens 
dislike sewing to-day. 

Egypt. Now, it's too bad I and just when I was trying to 
say the civillest thing I could ! 

L. But, Egj^t, why did you tell me you disliked sewing 
so? 

Egypt. Did not I show you how the thread cuts my fin- 
gers? and I always get cramp, somehow, in my neck, if I sew 
long. 

L. Well, I suppose the Egyptian queens thought every 
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body got cramp in their neck, if they sewed long ; and that 
thread always cut people's fingers. At all events, every 
kind of manual labour was despised both by them, and the 
Greeks ; and, while they owned the real good and fruit of it, 
they yet held it a degradation to all who practised it. Also, 
knowing the laws of life thoroughly, they perceived that the 
special practice necessary to bring any manual art to perfec- 
tion strengthened the body distortedly ; one energy or mem- 
ber gaining at the expense of the rest. They especially 
dreaded and despised any kind of work that had to be done 
near fire : yet, feeling whdt they owed to it in metal-work, as 
the basis of all other work, they expressed this mixed rever- 
ence and scorn in the varied types of the lame Hephaestus, 
and the lower Pthah. 

Sibyl. But what did you mean by making him say * every- 
thing great I can make small, and everything small great ? ' 

L. I had my own separate meaning in that. We have seen 
in modem times the power of the lower Pthah developed in 
a separate way, which no Greek nor Egyptian could have 
conceived. It is the character of pure and eyeless manual 
labour to conceive everything as subjected to it : and, in 
reality, to disgrace and diminish all that is so subjected ; ag- 
grandising itself, and the thought of itself, at the expense of 
all noble things. I heard an orator, and a good one too, at 
the Working Men's College, the other day, make a great 
point in a description of our railroads ; saying, with grandly 
conducted emphasis, * They have made man greater, and the 
world less.' His working audience were mightily pleased ; 
they thought it so very fine a thing to be made bigger them- 
selves ; and all the rest of the world less. I should have en- 
joyed asking them (but it would have been a pity — they 
were so pleased), how much less they would like to have the 
world made ; — and whether, at present, those of them really 
felt the biggest men, who lived in the least houses. 

Sibyl. But then, why did you make Pthah say that he 
could make weak things strong, and small things great ? 

L. My dear, he is a boaster and self-assertor, by nature ; 
but it is so far true. For instance, we used to have a fair 
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in our neighbourhood — a very fine fair we thought it. You 
never saw such an one ; but if jou look at the engraving of 
Turner's * St. Catherine's Hill,' you will see what it was lika 
There were curious booths, carried on poles; and peep-shows ; 
and music, with plenty of drums and cymbals ; and much 
barley-sugar and gingerbread, and the like : and in the alleys 
of this fair the London populace would enjoy themselves, 
after their fashion, very thoroughly. Well, tiie little Pthah 
set to work upon it one day ; he made the wooden poles into 
iron ones, and put them across, like his own crooked legs, 
so that you always fall over them if you don't look where you 
are going ; and he turned all the canvas into panes of glass, 
and put it up on his iron cross-poles ; and made all the little 
booths into one great booth ; and people said it was very 
fine, and a new style of architecture ; and Mr. Dickens said 
nothing was ever like it in Fairj'-land, which was very true. 
And then the Uttle Pthah set to work to put fine fairings in 
it ; and he painted the Nineveh bulls afresh, with the blackest 
eyes he could paint (because he had none himself), and he 
got the angels down from Lincoln choir, and gilded their 
wings like his gingerbread of old times ; and he sent for 
everything else he could think of, and put it in his booth. 
There are the casts of Niobe and her children ; and the Chim- 
panzee ; and the wooden Caflfres and New-Zealanders ; and 
the Shakespeare House; and Le Grand Blondin, and Le 
Petit Blondin ; and Handel ; and Mozart ; and no end of 
shops, and buns, and beer ; and all the little-Pthah-worship- 
pers say, never was anything so sublime ! 

Sibyl. Now, do you mean to say you never go to these 
Crystal Palace concerts ? They're as good as good can be. 

L. I don't go to the thundering things with a million of 
bswl voices in them. WTien I want a song, I get Julia Man- 
nering and Lucy Bertram and Counsellor Pleydell to sing 
* We be three poor Mariners ' to me ; then I've no headache 
next morning. But I do go to the smaller concerts, when I 
can ; for they are very good, as you say, Sibyl : and I always 
get a reserved seat somewhere near the orchestra, where 1 
am sure 1 can see the kettle-drummer drum. 
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SiBTi. Now do be serious, for one minute. 

L. I am serioua — never was more so. You know one can't 
see the modulntiou of violinists' fingers, but one can see the 
tibratioD of the drummer 'h band ; and it's lovely. 

Smn. But lancy going to a concert, not to hear, but to 
see! 

I* Yes, it is very absurd. Tbe quite right thing, I believe, 
is to go there to talk. I confess, boweTer, that in most 
tnuaic when very well done, tbe doing of it is to roe the 
chiedy interoating part of tbe busiucBa, I'm always thinking 
how good it would be for the fat, supercilious people, who 
care so little for their half-crown's worth, to be set to try and 
do a half-crown's worth of anything bke it. 

Marv. But surely that Crjstal Palace is a great good and 
help to the people of London ? 

li. The fresh air of the Norwood hills is, or was, my dear ; 
but they are spoiling that wilJi Rmoko as fust as they con. 
And the palace (as they call it) is a better place for them, by 
much, than the old fair ; and it is always there, instead of for 
three days only ; and it Bbuta up at proper hours of night. 
And good use may be made of the things in it, if you know 
how : but as for its teaching tbe people, it will teach them 
nothing but the lowest of the lower Ptbah'a work — nothing 
but hammer and tongs. I saw a wonderful piece, of bia 
doing, in tbe place, only the other day. Some unhappy 
aetal-worker — I am not sure if it was not a metal-working 
tirm — had taken three yeai'a to make a Golden eagle. 

SiBvu Of real gold 1 

L. No ; of bronze, or copper, or some of their foul patent 
nietal~it is no matter what. I meant a model of our chief 
British eagle. Every feather was maile separately ; and 
every filament of everj' feather separately, awl so joined 
and all the quilk modelled of the rif^ht length and right 
tion, and at last the whole cluster of them fastened together. 
Tou know, children, I don't think much of my own drawing 
but take my proud word for once, that when I go to the 
Zoological Oardens, and happen to have a bit of chalk h 
[XKiket, and tbe Gray Harpy will sit, without screwiuj 
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head round, for thirty seconds, — I can do a better thing of 
him in that time than the three years* work of this industri- 
ous firm. For, during the thirty seconds, the eagle is my 
object, — not myself ; and during the three years, the firm's 
object, in every fibre of bronze it made, was itself, and not 
the eagle. That is the true meaning of the little Pthah's 
having no eyes — he can see only himself. The Egyptian 
beetle was not quite the full type of him ; our northern 
ground beetle is a truer one. It is beautiful to see it at work, 
gathering its treasures (such as they are) into little round 
balls ; and pushing them home with the strong wrong end of 
it, — ^head downmost all the way, — like a modem political 
economist with his ball of capital, declaring that a nation can 
stand on its vices better than on its virtue& But away with 
you, children, now, for I'm getting cross. 

DoBA. I'm going down-stairs ; I shall take care, at any 
rate, that there are no Kttle Pthahs in the kitchen cupboards. 
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A ieorking Leeture, in the large School-room ; tcith experimental Interludes, 

Hie great bell has rung unexpectedly, 

Kathleen {entering disconsolate, though first at the summons). 
Oh dear, oh dear, what a day ! Was ever anj'thing so provok- 
iDg ! just when we wanted to crystallise ourselves ; — and I'm 
sure it's going to rain all day long. 

L. So am I, Kate. The sky has quite an Irish way with it 
But I don't see why Irish girls should also look so dismal. 
Fancy that you don't want to crystallise yourselves : you 
didn't, the day before yesterday, and you were not unhappy 
when it rained then. 

Florrie. Ah! but we do want to-day; and the rain's so 
tiresome. 

L. That is to say, children, that because you are all the 
richer by the expectation of playing at a new game, you choose 
to make yourselves unhappier than when you had nothing to 
look forward to, but the old ones. 

Isabel. But then, to have to wait — wait — wait ; and before 
we've tried it ; — and perhaps it will rain to-moiTow, too ! 

L. It may also rain the day after to-mon'ow. We can make 
ourselves uncomfortable to any extent with perhapses, Isabel. 
You may stick perliapses into your little minds, like pins, till 
you are as imcomfortable as the Lilliputians made Gulliver 
with their arrows, when he would not lie quiet 

Isabel. But what are we to do to-day ? 

L. To be quiet, for one thing, hke Gulliver when he saw 
there was nothing better to be done. And to practise patience. 
I can tell you children, that requires nearly as much practising 
as music ; and we are continually losing our lessons when the 
master comes. Now, to-day, here's a nice Httle adagio lesson 
for us, if we play it properly. 
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Isabel. But I don't like that sort of lesson. I can't play it 
properly. 

L. Can you play a Mozart sonata yet, Isabel? The more 
need to practise. All one's life is a music, if one touches the 
notes rightly, and in time. But there must be no hurry. 

Kathleen. I m sure there's no music in stopping in on a 
rainy day. 

L. There's no music in a * rest,' Katie, that I know of : but 
there's the making of music in it. And people are always 
missing that part of the life-melody ; and scrambling on with- 
out countmg — not that it's easy to count ; but nothing on 
which so much dei)ends ever u easy. People are always talk- 
ing of perseverance, and courage, and fortitude ; but patience 
is the finest and worthiest part of fortitude, — and the rarest, 
too. I know twenty persevering girls for one patient one : 
but it is only that twenty-first who can do her work, out and 
out, or enjoy it For patience lies at the root of all pleasures, 
as well as of all powei*s. Hope herself ceases to be happiness, 
when Impatience companions her. 

(Isabel and Lilysi7 dovm on the floor y and fold their hands^ 
TJie others follow their example.) 

Good children ! but that's not quite the way of it, neither. 
Folded hands are not necessarily resigned ones. The Pa- 
tience who really smiles at grief usually stands, or walks, or 
even iims : she seldom sits ; though she may sometimes have 
to do it, for many a day, poor thing, by monuments ; or like 
Chaucer's, * with face pale, upon a hill of sand.' But we are 
not reduced to that to-day. Suppose we use this calamitous 
forenoon to choose the shapes we are to crystallise into ? we 
know nothing about them yet. 

{Tlie pk'tuve>i of reMgnation rise from the floor ^ not in the 
jjalicntt'st manner. General applause.) 

IVLvRY {with one or two others). The very thing we wanted 
to ask you about ! 

Lily. We looked at the books about crystals, but they are 
so dreadful 



THE CRYSTAL ORDERS, 45 

L. Well, Lily, we must go through a little dreadfulness, 
that's a fact : no road to any good knowledge is wholly 
among the lilies and the grass ; there is rough climbing to be 
done always. But the cryslal-books are a little too dreadful, 
most of them, I admit ; and we shall have to be content with 
very little of their help. You know, as you cannot stand on 
each other's heads, you can only make yourselves into the 
sections of crj'stals, — the figures they show when they are 
cut through ; and we will choose some that will be quite easy. 
You shall make diamonds of yourselves 

Isabel. Oh, no, no ! we won't be diamonds, please. 

L. Yes, you shall, Isabel ; they are very pretty things, if 
the jewellers, and the kings and queens, would only let them 
alone. You shall make diamonds of yourselves, and rubies of 
yourselves, and emeralds ; and Irish diamonds ; two of those 
— with Lily in the middle of one, which will be very orderly, 
of course ; and Kathleen in the middle of the other, for which 
we will hope the best ; — and you shall make Derbyshire spar 
of yourselves, and Iceland spar, and gold, and silver, and — 
Quicksilver there's enough of in you, without any making. 

Mart. Now, you know, the children will be getting quite 
wild : we must really get pencils and j^aper, and begin properly. 

L. "Wait a minute, Miss Mary ; I think as we Ve the school 
room clear to-day, I'll try to give you some notion of the 
three great ordera or ranks of crystals, into which all the 
others seem more or less to falL We shall only want one 
figure a day, in the playground ; and that can be drawn in a 
minute : but the general ideas had better bo fastened first. I 
must show you a great many minerals ; so let me have three 
tables wheeled into the three windows, that we may keej) our 
specimens separate ; — we will keep the three orders of crys- 
tals on separate tables. 

{First Interlude, of pushing and pulling, and spreading of 
baize covers. Violet, not particularly minding xchat she i?> 
about, gets herself jammed into a corner, and bid to stand 
out of the waij; on which she devotes herself to medi- 
tation.) , 
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Violet {after interval of meditation). How strange it ifl that 
everything seems to divide into threes I 

L. Everything doesn't divide into threes. Ivy won't, though 
shamrock will ; and daisies won't, though liHes will. 

Violet. But all the nicest things seem to divide into threes. 

L. Violets won't. 

Violet. No ; I should think not, indeed ! But I mean the 
great things. 

L. I've always heard the globe had four quarters. 

Isabel. Well ; but you know you said it hadn't any quarters 
at alL So mayn't it really be divided into three ? 

L. If it were divided into no more than three, on the out- 
side of it, Isabel, it would be a fine world to live in ; and if 
it were divided into three in the inside of it, it would soon be 
no world to live in at alL 

Dora. We shall never get to the crystals, at this rate. 
{Aside to Mary.) He will get off into poHtical economy be- 
fore we know where we are. {Aloud,) But the crystals are 
divided into three, then ? 

L. No ; but there are three general notions by which we 
may best get hold of them. Then between these notions there 
are other notiona 

Lily {alarmed). A great many? And shall we have to 
learn them all ? 

L. More than a great many — a quite infinite many. So 
you cannot learn them alL 

Lily {greatly relieved). Then may we only learn the three? 

L. Certainly ; unless, when you have got those three no- 
tions, you want to have some more notions ; — which would 
not sui'prise me. But well try for the three, first. Katie, 
you broke your coral necklace this morning ? 

Kathleen. Oh ! who told you ? It was in jumping. I'm 
so sorrv' ! 

L. I'm very glad. Can you fetch me the beads of it ? 

Kathleen. I've lost some ; here are the rest in my pockety 
if I can only get them out 

L. You mean to get them out some day, I suppose ; so try 
now. I want them. 
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(EjkTHLEEN empties her pocket on the floor. The beads dis- 
perse, Tlie School disperses also. Second Interlude — 
hunting piece.) 

Ll {after ivaiting patiently for a quarter of an hour, to Isabel^ 
who comes up from under the table with her hair all about her 
ears, and the last findable beads in her hand). Mice are useful 
little things sometimes. Now, mousie, I want all those beads 
crystallised. How many ways are there of putting them in 
order ? 

Isabel. Well, fii*st one would string them, I suppose ? 

L. Yes, that's the first way. You cannot string ultimate 
atoms ; but you can put them in a row, and then they fasten 
themselves together, somehow, into a long rod or needle. "We 
will call these * Needle-crj%\^%,* What would be the next way ? 

I8.\BEL. I suppose, as we are to get together in the play- 
ground, when it stops raining, in different shapes ? 

L. Yes ; put the beads together, then, in the simplest form 
you can, to begin with. Put them into a square, and pack 
them close. 

Isabel {after careful endeavour) , I can't get them closer. 

li. That will do. Now you may see, beforehand, that if you 
tiy to throw yourselves into square in this confused way, 
you will never know your places ; so you had better consider 
every square as made of rods, put side by side. Take four 
beads of equal size, first, Isabel ; put them into a little square. 
That, you may consider as made up of two rods of two beads 
each. Then you can make a square a size larger, out of three 
rods of three. Then the next square may be a size larger. 
How many rods, Lily ? 

Lily. Four rods of four beads each, I suppose. 

L. Yes, and then five rods of five, and so on. But now, 
look here ; make another square of four beads again. You see 
they leave a Httle opening in the centre. 

Isabel {pushing two opposite ones closer together). Now they 
don't 

L. No ; but now it isn't a square ; and by pushing the two 
together you have pushed the two others farther apart. 
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TsABRT.. And yet, somehow, they all seem closer than they 
werel 

L. Yes ; for before, each of them only touched two of the 
others, but now each of the two in the middle touches the 
other three. Take away one of the outsiders, Isabel ; now you 
have three in a triangle — the smallest triangle you can make 
out of the beads. Now put a rod of three beads on at one 
side. So, you have a triangle of six beads ; but just the shape 
of the £rst one. Next a rod of four on the side of that ; and 
you have a triangle of ten beads : then a rod of five on the 
side of that ; and you have a triangle of fifteen. Thus you 
have a square with five beads on the side, and a triangle with 
five beads on the side ; equal-sided, therefore, like the square. 
So, however few or many you may be, you may soon learn 
how to crystallise quickly into these two figures, which ai'e 
the foundation of form in the commonest, and therefore act- 
ually the most important, as well as in the rarest, and there- 
fore, by our esteem, the most important, minerals of the 
world. Look at this in my hand. 

Violet. "Why, it is leaf -gold ! 

L. Yes ; but beaten by no man's hammer ; or rather, not 
beaten at all, but woven. Besides, feel the weight of it 
There is gold enough there to gild the walls and ceiling, if it 
were beaten thin. 

Violet. How beautiful ! And it glitters like a leaf covered 
with frost. 

L. You only think it so beautiful because you know it is 
gold. It is not prettier, in reality, than a bit of brass : for it 
is Transylvaniau gold ; and they say there is a foolish gnome 
in the mines there, who is always wanting to Uve in the moon, 
and so alloys all the gold with a little silver. I don't know 
how that may bo : but the silver always is in the gold ; and if 
he does it, it's very provoking of him, for no gold is woven so 
fine anywhere else. 

Mary (ivho ha.s been looking through her magnifi/ing glass). 
But this is not woven. This is all made of little triangles. 

L. Say * patched,' then, if you must be so particular. But 
if you fancy all those triangles, small as they are (and many 
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of them are Infinitely small), made up again of rods, and those 
of grains, as we built our great triangle of the beads, what 
word will you take for the manufacture ? 

May. There's no word — it is beyond worda 

L. Yes ; and that would matter little, were it not beyond 
thoughts too. But, at aU events, this yellow leaf of dead gold, 
shed, not from the ruined woodlands, but the ruined rocks, 
will help you to remember the second kind of crystals. Leaf- 
crystals, or Foliated crystals ; though I show you the form in 
gold first only to make a strong impression on you, for gold 
is not generally, or characteristically, crystallised in leaves ; 
the real type of foliated crystals is this thing. Mica ; which if 
you once feel well, and break well, you will always know again ; 
and you will often have occasion to know it, for you will find it 
everywhere, nearly, in hill countries. 

Kathleen. K we break it well ! May we break it ? 

L. To powder, if you like. 

{Surrenders plate of brown mica to public investigation. 
Third Interlude. It sustains sevei^ehj philosophical treat- 
ment at all hands. ) 

Florree. (to whom the last fragments have defended) Always 
leaves, and leaves, and nothing but leaves, or white dust I 

L. That dust itself is nothing but finer leaves. 

(Shows them to Florrie through magnifying glass.) 

Isabel (peeping over Florrie's shoulder). But then this bit 
tmder the glass looks like that bit out of the glass ! If we 
could break this bit under the glass, what would it be like ? 

L. It would be all leaves still. 

Ia\BEL. And then if we broke those again ? 

L. All less leaves still. 

Isabel (impatient). And if we broke them again, and again, 
and again, and again, and again ? 

L. Well, I suppose you would come to a limit, if you could 
only see it Notice that the Httle flakes already differ some- 
what from the large ones : because I can bend them up and 
down, and they stay bent ; while the large flake, though it 
bent easily a little way, sprang back when you let it go, and 
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broke, when you tried to bend it far. And a large mass would 
not bend at alL 

Mary. Would that leaf gold separate into finer leaves, in 
the same way ? 

L. No ; and therefore, as I told you, it is not a characteris- 
tic specimen of a foliated crystaUisatioo. The little triangles 
are portions of solid crystals, and so they are in this, which 
looks like a black mica ; but you see it is made up of triangles 
Hke the gold, and stands, almost accurately, as an intermedi- 
ate link, in crystals, between mica and gold. Yet this is the 
commonest, as gold the rarest, of metals. 

Mabt. Is it iron ? I never saw iron so bright. 

L. It is rust of iron, finely crystaUised: from its resem- 
blance to mica, it is often called micaceous iron. 

Kathleen. May we break this, too ? 

L. No, for I could not easily get such another crystal ; 
besides, it would not break like the mica ; it is much harder. 
But take the glass again, and look at the fineness of the jag- 
ged edges of the triangles where they lap over each other. 
The gold has the same : but you see them better here, terrace 
above terrace, countless, and in successive angles, like superb 
fortified bastions. 

May. But all f oUated crystals are not made of triangles ? 

L. Far from it ; mica is occasionally so, but usually of 
hexagons ; and here is a foliated crystal made of squares, which 
will show you that the leaves of the rock-land have their sum- 
mer green, as well as then* autumnal gold. 

Florrie. Oh! oh! oh! (jumjysforjoy), 

L. Did you never see a bit of green leaf before, Florrie ? 

Florrie. Yes, but never so bright as that, and not in a 
stone. 

L. If you will look at the leaves of the trees in simshine 
after a shower, you will find they are much brighter than 
that ; and surely they are none the worse for being on stalks 
instead of in stones ? 

Florrie. Yes, but then there are so many of them, one 
never looks, I suppose. 

L. Now you have it, Florrie. 



THE CRTBTAL ORDERS. 61 

Violet (sighing). There are so many beautiful things we 
never see ! 

L. You need not sigh for that, Violet ; but I will tell you 
what we should all sigh for, — that there are so many ugly 
things we never see. 

Violet. But we don't want to see ugly things I 

L. You had better say, * We don't want to suffer them.' 
You ought to be glad in thinking how much more beauty God 
has made, than human eyes can ever see ; but not glad in 
thinking how much more evil man has made, than his own 
soul can ever conceive, much more than his hands can ever 
heal. 

VioLFF. I don't understand ; — ^how is that like the leaves ? 

L. The same law holds in our neglect of multiphed pain, ns 
in our neglect of multiplied beauty. Morrie jumps for joy at 
sight of half an inch of a green leaf in a brown stone ; and 
takes more notice of it than of all the green in the wood : and 
you, or I, or any of us, would be unhappy if any single human 
creature beside us were in sharp pain ; but we can read, at 
breakfast, day after day, of men being killed, and of women 
and children dying of hunger, faster than the leaves strew the 
brooks in Vallorabrosa ; — and then go out to play croquet, as 
if nothing had happened. 

May. But we do not see the people being killed or djnng. 

L. You did not see your brother, when you got the tele- 
gram the other day, saying he was ill, May ; but you cried for 
him ; and 2)layed no croquet. But we cannot talk of these 
things now ; and what is more, you must let me talk straight 
on, for a little while ; and ask no questions till I've done : for 
we branch ('exfoliate,' I should say, mineralogically) always 
into something else, — though that's my fault more than yours ; 
but I must go straight on now. You have got a distinct 
notion, I hope, of leaf-crystals ; and you see the sort of look 
they have : you can easily remember that * folium ' is Latin 
for a leaf, and that the separate flakes of mica, or any other 
such stones, are called * foHa ; ' but, because mica is the most 
characteristic of these stones, other things that are Hke it in 
structure are called * micas ; ' thus we have Uran-mica, which 
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is the green leaf I showed you ; and Copper-mica, which is 
another like it, made chiefly of copper ; and this foliated iron 
is called 'micaceous iron/ Yiou have then these two great 
orders, Needle-crj^stals, made (probably) of grains in rows ; 
and Leaf-crystals, made (probably) of needles interwoven ; 
now, lastly, there are crystals of a third order, in heaps, or 
knots, or masses, which may be made, either of leaves laid 
one upon another, or of needles bound like Roman fasces ; and 
mica itself, when it is well crystallised, puts itself into such 
masses, as if to show us how others are made. Here is a 
brown six-sided crystal, quite as beautifully chiselled at the 
sides as any castle tower ; but you see it is entirely built of 
folia of mica, one laid above another, which break away the 
moment I touch the edge with my knife. Now, here is an- 
other hexagonal tower, of just the same size and colour, which 
I want you to compare with the mica carefully ; but as I can- 
not wait for you to do it just now, I must tell you quickly 
what main diflferences to look for. First, you will feel it is far 
heavier than the mica. Then, though its surface looks quite 
micaceous in the folia of it, when you try them with the knife, 
you will find you cannot break them away 

KvTHLEEN. May I try ? 

L. Yes, you mistrusting Katie. Here's my strong knife 
for you. (Expejnmenfal pause, KATm^EN doing her best,) 
You'll have that knife shutting on your finger presently, Kate ; 
and I don't know a girl who would like less to have her hand 
tied up for a week. 

K\THLEEN {ivho olso does not lUce to Jje beaten — giving up the 
h\ife despondently). "What can the nasty hard thing be ? 

L. It is nothing but indurated clay, Kate : very hard set 
certainly, yet not so hard as it might be. If it were thor- 
oughly well crystallised, you would see none of those mica- 
ceous fractiu'es ; and the stone would be quite red and clear, 
all through. 

Kathleen. Oh, cannot you show us one ? 

L. Eg^-pt can, if you ask her ; she has a beautiful one in the 
clasp of her favourite bracelet. 

K\TULEEN. Why, that's a ruby 1 
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li. Well, 80 is that thing you've been Bcratcliing nt 
Kathleen. My goodness ! 

{Takes vp the stone again, very ddicalely; and drt^js it. 
Genei'ol consiernation.) 

li. Never mind, Katie ; you might drop it from the top of 
the house, and do it no harm. But though you really are 
ft verj' good girl, and as good-natured aa anybody con possi- 
bly be, remember, you have your faults, like other peojile ; 
and, if I were you, the next time I wanted to assert aiiything 
energetically, I would assert it by ' my badness,' not ' my good- 
ness.' 

Kathleen'. Ah, now, it's too bad of you ! 

L. "Well, then, I'll invoke, on occasion, my ' t«o-badnesa.' 
But you iiiny as well pick up the ruby, now you have dropjied 
it ; and look carefully at tlie beautiful hesagonal hnes which 
gleam on its surface ; and here is a pretty white sapphire (essen- 
tially the same stone as the ruby), in which you will see the 
Aame lovel}' structure, like the threads of the finest white 
cobweb. I do not know what is the exact method of a ruby's 
construction ; but you see by these lines, what fine construction 
there is, even in this hardest of stones (after the diamond), 
which usually appears as a massive lump or knot There ia 
therefore no real mineralogical distinction between needle 
crystals and knotted crystala, but, practically, crystalhsed 
masses throw themselves iuto one of the three groups we 
have been examining to-day ; and appear either as Needles, 
AS Folia, or as Knots ; when they are in needles (or fibres), 
they make the stones or rocks formed out of them 'Jibrous ; ' 
when they are in foha, they make them 'fotiatetl ; ' when they 
are in knots (or grains), ' granular.' Fibi-ous i-ocks are com- 
jiaratively rare, in mass ; but fibrous minerals are iuuuuicr- 
able ; and it ia often a question which really no one but a 
young lady could possibly settle, whether one sliould call the 
fibres composing them "llirends'or 'needles,' Hereiaamian- 
Ihua, for instance, which is quite as fine and soft aa any cotton 
thread you ever sewed with ; and here is sulphide of hiamuth, 
with sharper points and brighter lustre than your finest 
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needles have ; and fastened in v^bite webs of quartz more 
delicate than your finest lace ; aQd here is sulphide of anti- 
mony, which looks like mere purple wool, but it is all of 
purple needle crystals ; and here is red oxide of copper (you 
must not breathe on it as you look, or you may blow some of 
the films of it off the stone), which is simply a woven tissue 
of scarlet silk. However, these finer thread forms are compar- 
atively rare, while the bolder and needle-like crystals occur 
constantly ; so that, I beUeve, * Needle-crystal ' is the best 
word (the grand one is * Acicular crystal,' but Sibyl will tell 
you it is all the same, only less easily understood ; and there- 
fore more scientific). Then the Leaf-ciystaLs, as I said, 
form an immense mass of foliated rocks ; and the Granular 
crystals, which are of many kinds, form essentially granular, 
or granitic and jjorphyritic rocks ; and it is always a 2)oint of 
more interest to me (and I think will ultimately bo to you), 
to consider the causes which force a given mineral to take 
any one of these three general forms, than what the peculiar 
geometrical limitations are, belonging to its own crystals.* 
It is more interesting to me, for instance, to try and find out 
why the red oxide of copper, usually crystalHsing in cubes or 
octahedrons, makes itself exquisitely, out of its cubes, into 
this red silk in one particular Cornish mine, than what ai*e 
the absolutely necessary angles of the octahedron, which is 
its common form. At all events, that mathematical paii of 
crystallography is quite beyond girls* strength ; but these 
questions of the various tempers and mannei*s of crv'stals are 
not only comprehensible by you, but full of the most curious 
teaching for you. For in tlie fulfilment, to the best of their 
power, of their adopted form under given circumstances, 
there are conditions entirely resembling those of human vir- 
tue ; and indeed expressible under no term so proper as that 
of the Virtue, or Courage of crystals : — which, if you are not 
afraid of the crj'stals making you ashamed of yourselves, we 
will try to get some notion of, to-morrow. But it will be a 
bye-lecture, and more about yourselves than the minerals. 
Don't come unless you like. 

♦ Note Iv. 
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Maby. Fm sure the crystals will make us ashamed of our- 
selves ; but well come, for all that 

L. Meantime, look well and quietly over these needle, or 
thread crystals, and those on the other two tables, with mag- 
nifying glasses, and see what thoughts will come into your 
little heads about them. For the best thoughts are generally 
those which come without being forced, one does not know 
how. And so I hope you will get through your wet day pa- 
tiently. 



lECTUEE V. 

CRYSTAL VIRTUES. 

A quiet talk, in the afternoon^ by the sunniest wincUne of the Drawing' 
room. Present, Florrie, Isabel, May, Lucilul, Kathleen, Dora, 
Mary, and some otfiers, who hate saved time for the bye-Lecture, 

L. So you have really come, like good girls, to be made 
ashamed of yourselves ? 

Dora {very meekly). No, we needn't be made so ; we always 
are. 

L. Well, I believe that's truer than most pretty speeches : 
but you know, you saucy girl, some people have more reason 
to be so than othera Are you sure everybody is, as well as 
you? 

The General Voice. Yes, yes ; everybody. 

L. What ! Florrie ashamed of herself ? 
(Florrie hides behind the curtain.) 

L. And Isabel ? 

(Isabel hides under the table,) 

L. And May ? 

(May runs into the corner behind the piano,) 

L. And Lucilla ? 

(LrciLLA hides her face in her hands.) 

L. Dear, dear ; but this will never do. I shall have to tell 
you of the faults of the crystals, instead of virtues, to put you 
in heart again. 

IVIay (caning out of her comer). Oh ! have the crystals faults, 
like us ? 

L. Certainly, May. Their best virtues are shown in fight- 
ing their faults. And some have a great many faults ; and 
some are veiy naughty crystals indeed. 

Florrie (from behind her curtain). As naughty as me ? 

Isabel (peeping from under the table cloth). Or me ? 
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L. Well, I don't know. They never forget their syntax, 
children, when once they've been taught it But I think some 
of them are, on the whole, worse than any of you. Not that 
it's amiable of you to look so radiant, all in a minute, on that 
account 

Dora. Oh ! but it's so much more comfortable. 

( Even/body seems to recover their spirits. Eclipse of Flor- 
RiE and Isabel terminates.) 

L. Wliat kindly creatures girls are, after all, to their neigh- 
bours' failings ! I think you may be ashamed of yourselves 
indeed, now, children ! I can tell you, you shall hear of the 
highest crystalline merits that I can think of, to-day : and I 
wish there were more of tliem ; but crystals have a limited, 
though a stem, code of morals ; and their essential virtues 
are but two ; — the first is to be pure, and the second to be 
well shaped. 

Mary. Pure ! Does that mean clear — transparent ? 

L. No ; unless in the case of a transparent substance. You 
c^mnot have a transparent crystal of gold ; but you may have 
a perfectly pure one. 

Isabel. But you said it was the shape that made things bo 
ciystals ; therefore, oughtn't their shape to bo their first "\dr- 
tue, not their second ? 

L. Biglit, you troublesome mousie. But I call thoir shape 
only their second virtue, because it depends on time and ac- 
cident, and things which the crystal ctmnot help. If it is 
cooled too quickly, or shaken, it must take what shape it can ; 
but it seems as if, even then, it had in itself the power of re- 
jecting impurity, if it has crystalline life enough. Here is a 
crA'stal of (juartz, well enough shaped in its way ; but it seems 
to have been languid and sick at heart ; and some wliite milky 
substance has got into it, and mixed itself up with it, all 
through. It makes the quartz quite yellow, if you hold it uj) 
to the light, and milky blue on the surface. Here is another, 
broken into a thousand separate facets, and out of all trace- 
able shaj^e ; but as pui-e as a mountain spring. I like this 
one best 
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The Audience. So do I — and I — and L 

Maby. Would a crjstallographer? 

L. I think so. He would find many more laws curiously 
exemplified in the irregularly grouped but pure crystal But 
it is a futile question, tliis of first or second. Purity is in 
most cases a prior, if not a nobler, virtue ; at all events it is 
most convenient to think about it first 

Mary. But what ought we to think about it? Is there much 
to be thought — I mean, much to puzzle one ? 

L. I don't know what you call * much.' It is a long time 
since I met with anything in which there was little. There's 
not much in this, perhaps. The crystal must be either dirty 
or clean, — and there's an end. So it is with one's hands, and 
with one's heart — only you can wash your hands without 
changing them, but not hearts, nor crystals. On the whole, 
while you are young, it will be as well to take care that your 
hearts don't want much washing ; for they may perhaps need 
wringing also, when they do. 

{Audience douhtfid and uncomfortable. Lucilla at last 
takes courage.) 

Lucilla. Oh ! but surely, sir, we cannot make our hearts 
clean? 

L. Not easily, Lucilla ; so yoti had better keep them so 
when they are. 

Lucilla. When they are ! But, sir— 

L. Well? 

Lucilla. Sir — surely — are we not told that they are all 
evil? 

L. Wait a Utile, Lucilla ; that is difficult ground you are 
getting upon ; and we must keep to our crystals, till at least 
we understand what their good and evil consist in ; they may 
help us afterwards to some useful hints about our own. I 
said that their goodness consisted chiefly in pui-ity of sub- 
stance, and perfectness of form: but those are rather the 
effects of their goodness, than the goodness itself. The inher- 
ent virtues of the ci-ystals, resulting in these outer conditions, 
might really seem to be best described in the words we should 
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use respecting living creatures—* force of heart ' and * steadi- 
ness of purpose.' There seem to be in some crystals, from 
the beginning, an unconquerable purity of vital power, and 
strength of crystal spirit. Whatever dead substance, unao- 
ceptant of this energy, comes in their way, is either rejected, 
or forced to take some beautiful subordinate form ; the purity 
of the crystal remains unsullied, and every atom of it bright 
with coherent energy. Then the second condition is, that 
from the beginning of its whole structure, a fine crystal seems 
to have determined that it will be of a certain size and of a 
certain shape ; it persists in this plan, and completes it. 
Here is a perfect crystal of quartz for you. It is of an un- 
usual form, and one which it might seem very difficult to build 
— a pyramid with convex sides, composed of other minor pyi'a- 
mids. But there is not a flaw in its contour throughout ; not 
one of its myriads of component sides but is as bright as a 
jeweller's facetted work (and far finer, if you saw it close). 
The crystal points are as sharp as javeUns ; their edges will 
cut glass with a touch. Anything more resolute, consummate, 
determinate in form, cannot be conceived. Here, on the 
other hand, is a crystal of the same substance, in a perfectly 
simple type of form — a plain six-sided prism ; but from its 
base to its point, — and it is nine inches long, — it has never 
for one instant made up its mind what thickness it will have. 
It seems to have begun by making itself as thick as it thought 
possible with the quantity of material at command. Still not 
being as thick as it would like to be, it has clumsily glued on 
more substance at one of its sides. Then it has thinned itself, 
in a panic of economy ; then puffed itself out again ; then 
starved one side to enlarge another ; then warped itself quite 
out of its first line. Opaque, rough-siu-faced, jagged on the 
edge, distorted in the spine, it exliibits a quite human image 
of decrepitude and dishonour ; but the worst of all the signs 
of its decay and helplessness, is that half-way up, a parasite 
crystal, smaller, but just as sickl}', has rooted itself in tlie side 
of the larger one, eating out a cavity round its root, and then 
growing backwards, or downwards, contrary to tlie direction 
of the main crystal Yet I cannot trace the least difference in 
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purity of substance between the first most noble stone, and 
this ignoble and dissolute one. The impurity of the last is 
in its will, or want of will. 

Mary. Oh, if we could but understand the meaning of it 
aUI 

L. We can understand all that is good for us. It is just as 
true for us, as for the crystal, that the nobleness of life de- 
pends on its consistency, — clearness of purpose, — quiet and 
ceaseless energy. All doubt, and repenting, and botching, 
and retouching, and wondering what it will be best to do 
next, are vice, as well as misery. 

Mart {much tooyidering). But must not one repent when one 
does wrong, and hesitate when one can't see one's way ? 

L. You have no business at all to do wrong ; nor to get 
into any way that you cannot see. Your intelligence should 
always be far in advance of your aci Whenever you do not 
know what you are about, you are sure to be doing wrong. 

Kathleen. Oh, dear, but I never know what I am about ! 

L. Very true, ELatie, but it is a great deal to know, if you 
know that. And you find that you have done wrong after- 
wards ; and perhaps some day you may begin to know, or at 
least, think, what you are about. 

Isabel. But surely people can't do very wrong if they don't 
know, can they ? I mean, they can't be very naughty. They 
can be wrong, like Kathleen or me, when we make mistakes ; 
but not wrong in the dreadful way. I can't express what I 
mean ; but there are two sorts of wrong are there not ? 

L. Yes, Isabel ; but you will find that the great difference 
is between kind and unkind wrongs, not between meant and 
unmeant wrong. Very few people really mean to do wrong, 
— in a deep sense, none. They only don't know wfiat they 
are about Cain did not mean to do wrong when he killed 
Abel. 

(Isabel draws a deep breath, and opens her eyes very wide.) 

L. No, Isabel ; and there are countless Cains among ua 
now, who kill their brothers by the score a day, not only for 
less provocation than Cain had, but for no provocation,— and 
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merely for wliat they can miilie of their bones, — yet do not 
think they are doing wrong in the least. Then sometimes 
you have the business revei-sed, as over iu America these last 
yeara, where you have seen Abel resolutely kiUing Cain, and 
not tliinking he ia doing wrong. The great difficulty is 
alwaj-8 to open people's eyes : to touch their feelings, and 
break tbeir hearts, is eaay ; the difficult thing is to break 
their heads. What does it matter, as long as they remain 
stupid, whether you change theii' feelings or not ? Tou can- 
not be always at their elbow to tell them what is right : and 
they may just do as wrong as before, or worse ; and tlieir best 
intentions merely make the road smooth tor them, — you know 
wliere, children. For it ia not the place itself that is paved 
with them, as people say so often. You can't pave the bot- 
tomless pit ; but you may the road to it 

M.vT. Well, but if people do as well as they can see how, 
surely that is the right for theiu, isn't it ? 

L. No, Miiy, not a bit of it ; right is right, and wrong is 
wrong. It is only the fool who does wrong, and says he ' did 
it for the best' And if there's one sort of person iu the world 
that the Bible speaks harder of than another, it is fools. Their 
particular and chief way of saj-ing ' There is no God ' is this, 
of declaring that whatever their ' pubho opinion ' may be, is 
right : and that God's opinion is of no consequence. 

M.\Y. But sui'ely nobody can always know what is right ? 

L. Yes, you always can, for today; and if you do what 
you see of it to-day, you will see more of it, and more clearly, 
to-morrow. Here, for instance, you children are at school, 
and have to learn French, and arithmetic, and music, and sev- 
eral other such thinf^ That is your ■ right ' for the present ; 
the ' right ' for us, your teachers, is to see that you learn as 
much as you can, without spoiling your dinner, your sleep, or 
your play ; and that what you do learn, you learn well. You 
all kuow when you leai-n with a will, and when you dawdle. 
There's no doubt of conscience about that, I suppose 1 

Violet. No ; but if one wants to read an amusing book, in- 
stead of learning one's lesson ? 

li. You don't call that a ' question,' seriously, Violet ? You 
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are then merely deciding whether you will resolutely do 
wrong or not. 

Mary. But, in after life, how many fearful difficulties may 
arise, however one tries to know or to do what is right ! 

L. You are much too sensible a girl, Mary, to have felt 
that, whatever you may have seen. A great many of young 
ladies' difficulties arise from their f aUing in love with a wrong 
person : but they have no business to let themselves fall in 
love, till they know he is the right one. 

Dora. How many thousands ought he to have a year ? 

L. (disdaining reply). There are, of course, certain crises 
of fortune when one has to take care of oneself, and mind 
shrewdly what one is about There is never any real doubt 
about the path, but you may have to walk very slowly. 

Mary. And if one is forced to do a wrong thing by some 
one who has authority over you ? 

L. My dear, no one can be forced to do a wrong thing, for 
the guilt is in the will : but you may any day be forced to do 
a fatal thing, as you might be forced to take poison ; the re- 
markable law of natiire in such cases being, that it is always 
unfortunate you who are poisoned, and not the person who 
gives you the dose. It is a very strange law, but it is a law. 
Nature merely sees to the carrying out of the normal opera- 
tion of arsenic. She never troubles herself to ask who gave 
it you. So also you may be starved to death, morally as 
well as physically, by other people's faults. You are, on the 
whole, very good children sitting here to-day ; — do you think 
that your goodness comes all by your own contriving ? or 
that you are gentle and kind because your dispositions are 
naturally more angelic than those of the poor girls who are 
playing, with wild eyes, on the dustheaps in the alleys of our 
great towns ; and who will one day fill their prisons, — or, 
better, their graves? Heaven only knows where they, and 
we who have cast them there, shall stand at last. But the 
main judgment question will be, I suppose, for all of us, *Did 
you keep a good heart through it ? * What you were, others 
may answer for ; — what you tried to be, you must answer for, 
yourself. Was the heart pure and true — tell us that '? 
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And so we come back to your sorrowful question, Lucilla, 
wLich I put aside a little ago. You would be afraid to an- 
swer that your heart mxw pure and true, would not you ? 

Lucilla. Yes, indeed, sir. 

L. Because you have been taught that it is all evil — * only 
evil continually.' Somehow, often as people say that, they 
never seem, to me, to believe it ? Do you really believe it ? 

Lucilla. Yes, sir ; I hope so. 

L. That you have an entirely bad heart ? 

LucniiA (a little uncomfortable at the substitution of the mono* 
syllable for the dissyllable, nevertheless persisting in her ortho- 
doxy). Yes, sir. 

L, Florrie, I am sure you are tired ; I never like you to 
stay when you are tired ; but, you know, you must not play 
with the kitten while we're talking. 

Flobbie. Oh ! but Fm not tired ; and Fm only nursing her. 
She'll be asleep in my lap directly. 

L. Stop ! that puts me in mind of something I had to show 
you, about minerals that are like hair. I want a hair out of 
Tittie's tail 

Flobrie (quite rude, in her surprise, even to the point ofre* 
pealing expressions). Out of Tittie's tail ! 

L. Yes ; a brown one : Lucilla, you can get at the tip of it 
nicely, under Florrie's arm ; just pull one out for me. 

Lucilla. Oh I but, sir, it will hurt her so ! 

L. Never mind ; she can't scratch you while Florrie is 
holding her. Now that I think of it, you had better pull out 
two. 

Lucilla. But then she may scratch Florrie ! and it will 
hurt her so, sir I if you only want brown hairs, wouldn't two 
of mine do ? 

L. Would you really rather pull out your own than Tittle's? 

Lucilla. Oh, of courae, if mine will do. 

L. But that's very wicked, Lucilla ! 

LucillAi Wicked, sir? 

L. Yes ; if your heart was not so bad, you would much 
rather pull all the cat's hairs out, than one of your own. 

Lucilla. Oh ! but sir, I didn't mean bad, like that 
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L I believe, if the truth were told, Lueilla, you would like 
to tie a kettle to Tittie's tail, and hunt her round the play- 
ground. 

LuaiiLA. Indeed, I should not, sir. 

•L. That's not true, Lueilla ; you know it cannot be. 

LuciLLA. Sir? 

L. Certainly it is not;— how can you possibly speak any 
truth out of such a heart as you have ? It is wholly deceitful 

LuciLLA. Oh ! no, no ; I don't mean that way ; I don't mean 
that it makes me tell lies, quite out. 

L. Only that it tells lies within you ? 

LuciLLA. Yes. 

L. Th^n, outside of it, you know what is true, and say so ; 
and I may trust the outside of your heart ; but within, it is 
all foul and false. Is that the way ? 

LuciLLA. I suppose so : I don't understand it, quite. 

L There is no occasion for underatanding it ; but do you 
feel it ? Are you sure that your heart is deceitful above all 
things, and desperately wicked ? 

LuciLLA {much relieved by finding herself among phrases with 
which she is acquainted). Yes, sir. I'm sure of that 

L. (pensively), I'm sorry for it, Lueilla. 

LuciLLA. So am I, indeed. 

L What are you sorry with, Lueilla? 

LuciLLA. Sorrv with, sir? 

L Yes ; I mean, where do you feel sorry ? in your feet ? 

LuciLLA (laughing a liUle). No, sir, of course. 

L In your shoulders, then ? 

LuciLLA. No, sir. 

L. You are sure of that ? Because, I fear, sorrow in the 
shoulders would not be worth much. 

LuciLLA. I suppose I feel it in my heart, if I really am 
sorry. 

L. If you really are ! Do you mean to say that you are 
sure you are utterly wicked, and yet do not care ? 

LuciLLA. No, indeed ; I bave cried about it often. 

L Well, then, you are sorry in your heart ? 

LuciLLA. Yes, when the sorrow is worth anything. 
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L. Even if it be not, it cannot be anywhere else but there. 
It is not the crystalline lens of your eyes which is sorry, when 
you cry ? 

LuciLLA. No, sir, of course. 

L. Then, have you two hearts ; one of which is wicked, and 
the other grieved ? or is one side of it sorry for the other side? 

LuciLLA {weary of cross-examination, and a little vexed). 
Indeed, sir, you know I can't understand it ; but you know 
how it is written — * another law in my members, warring 
against the law of my mind.' 

L. Yes, Lucilla, I know how it is written ; but I do not see 
that it will help us to know that, if we neither understand 
what is written, nor feel it And you will not get nearer to 
the meaning of one verse, if, as soon as you are puzzled by it, 
you escape to another, introducing three new words — * law,' 
'members,* and *mind'; not one of which you at present 
know the meaning of ; and respecting which, you probably 
never will be much wiser ; since men like Montesquieu and 
Locke have spent great part of their lives in endeavouring to 
explain two of them. 

LuciLLA, Oh ! please, sir, ask somebody else. 

L If I thought anyone else could answer better than you, 
Lucilla, I would ; but su2)po8e I tiy, instead, myself, to ex- 
plain your feelings to 3'ou ? 

LuciLLA. Oh, yes ; please do. 

L Mind, I say your * feelings,' not your 'belief.* For I 
cannot undertake to explain anybody's beliefs. Still I must 
try a little, first, to explain the belief also, because I want to 
draw it to some issue. As far as I understand what you say, 
or any one else, taught as you have been taught, says, on 
this matter, — you think that there is an external goodness, a 
whited-sepulchre kind of goodness, which appears beautiful 
outwardly, but is within full of uncleanness : a deep secret 
guilt, of which we ourselves are not sensible ; and which can 
only be seen by the Maker of us all. [Ajypromiuj murmurz 
from audience.) 

L Is it not so with the body as well as the soul ? 

(LooLed notes of interrogation,) 
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L. A skiill, for instaEnce, is not a beautiful thing ? 

{Grave faces, signifying * Certainlij not,' and * WhxU next f ') 

L. And if you all could see in each other, with clear eyes, 
whatever God sees beneath those fair faces of yours, you 
would not like it ? 

{Murmured 'No's.*) 

L. Nor would it be good for you ? 

{Silence.) 

L. The probabihty being that what God does not allow you 
to see, He does not wish you to see ; nor even to think of ? 

{Silence prolonged.) 

L. It would not at all be good for you, for instance, when- 
ever you were washing your faces, and braiding your hair, to 
be thinking of the shapes of the jawbones, and of the carti- 
lage of the nose, and of the jagged sutures of the scalp ? 

{Resolutely whispered No's.) 

L. Still less, to see through a dear glass the daily pro- 
cesses of nourishment and decay ? 

(No.) 

L. Still less if instead of merely inferior and preparatory 
conditions of structure, as in the skeleton, — or inferior offices 
of structure, as in operations of life and death, — there were 
actual disease in the body ; ghastly and dreadful You would 
tr}' to cure it ; but having taken such measures as were neces- 
sary, you would not think the cure likely to be promoted by 
perpetually watching the wounds, or thinking of them. On 
the contrary, you would be thankful for every moment of for- 
getfulness : as, in daily health, you must be thankful that 
your Maker has veiled whatever is fearful in your frame under 
a sweet and manifest beauty ; and has made it your duty, and 
your only safety, to rejoice in that, both in yourself and in 
others : — not indeed concealing, or refusing to believe in sick- 
ness, if it come ; but never dwelling on it 

Now, your wisdom and duty touching soul-sickness are just 
the same. Ascertain clearly what is wrong with you ; and so 
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far as you know any means of mending it, take those means, 
and have done : when you are examining yourself, never call 
yourself merely a * sinner,* that is very cheap abuse ; and ut- 
terly useless. You may even get to like it, and be proud of 
it But call yourself a liar, a coward, a sluggard, a glutton, 
or an evil-eyed jealous wretch, if you indeed find yourself to 
be in any wise any of these. Take steady means to check 
yourself in whatever fault you have ascertained, and justly ac- 
cused youraelf of. And as soon as you are in active way of 
mending, you will be no more inclined to moan over an unde- 
fined corruption. For the rest, you will find it less easy to 
uproot faults, than to choke them by gaining virtues. Do not 
think of your faults ; still less of others' faults : in every 
2>erson who comes near you, look for what is good and strong : 
honour that ; rejoice in it ; and, as you can, try to imitate it : 
and your faults will drop o% like dead leaves, when their 
time comes. If, on looking back, your whole life should 
seem rugged as a palm tree stem ; still, never mind, so long 
as it has been growing; and has its grand green shade of 
leaves, and weight of honied fruit, at top. And even if you 
cannot find much good in yourself at last, think that it does 
not much matter to the universe either what you were, or 
are ; think how many people are noble, if you cannot be ; and 
rejoice in their nobleness. An immense quantity of modem 
confession of sin, even when honest, is merely a sickly ego- 
tism ; which will rather gloat over its own e\il, than lose the 
centralisation of its interest in itself. 

Mary. But then, if we ought to forget ourselves so much, 
how did the old Greek proverb * Know thyself ' come to be so 
highly esteemed ? 

L. My dear, it is the proverb of proverbs ; Apollo's prov- 
erb, and the sun's ; — but do you think you can know yourself 
by looking into j'oui-self ? Never. You can know what you 
are, only by looking out of yourself. Measure your own 
powers with those of others ; compare your own interests 
with those of others ; try to understand what you appear to 
them, as well as what they appear to you ; and judge of your- 
selves, in all things, relatively and subordinately ; not posi- 
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tively : starting always with a wholesome conviction of the 
probability that there is nothing particular about you. For 
instance, some of you perhaps think you can write poetry. 
Dwell on your own feelings and doings : — and you will soon 
think yourselves Tenth Muses ; but forget your own feelings ; 
and try, instead, to understand a line or two of Chaucer or 
Dante : and you will soon begin to feel yourselves very fool- 
ish girls — which is much like the fact. 

So, something which befalls you may seem a great misfort- 
une ; — you meditate over its effects on you personally ; and 
begin to think that it is a chastisement, or a warning, or a 
tliis or that or the other of profound significance ; and that 
all the angels in heaven have left their business for a little 
while, that they may watch its effects on your mind. But 
give up this egotistic indufgence of your fancy ; examine a 
little what misfortunes, greater a thousandfold, are happen- 
ing, every second, to twenty times worthier persons : and your 
self-consciousness will change into pity and humiHty ; and 
you will know yourself, so far as to uudei*stand that ' there 
hath nothing taken thee but what is common to man.' 

Now, Lucilla, these are the practical conclusions which any 
person of sense w^ould arrive at, supposing the texts wliich re- 
late to the inner evil of the heart were as many, and as prom- 
inent, as they are often supposed to be by careless readers. 
But the way in which comniou people read their Bibles is just 
like the way that the old monks thought hedgehogs ate 
grapes. They rolled themselves (it was said), over and over, 
where the grapes la}- on the ground. Wliat fruit stuck to 
their spines, they carried off, and ate. So your hedgehoggy 
readers roll themselves over and over their Bibles, and declare 
that whatever sticks to their own spines is Scripture ; and 
that nothing else ia But you can only get the skins of the 
texts that way. If you want their juice, you must press them 
in cluster. Now, the clustered texts about the human heart, 
insist, as a body, not on any inherent corruption in all hearts, 
but on the terrific distinction between the bad and the good 
ones. * A good man, out of the good treasure of his heart, 
bringeth forth that which is good ; and an evil man, out of 
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the evil treasure, bringeth forth that which is eviL' * They on 
the rock are they which, in an honest and good heart, having 
heard the word, keep it.' ' DeHght thyself in the Lord, and 
He shall give thee the desires of thine heart' * The wicked 
liave bent their bow, that they may privily shoot at him that 
is upright in heart' And so on ; they are countless, to the 
same effect And, for aU of us, the question is not at all to 
ascertain how much or how little corruption there is in human 
nature ; but to ascertain whether, out of all the mass of that 
nature, wo are of the sheep or the goat breed ; whether we 
are people of upright heai-t, being shot at, or people of 
crooked heart, shooting. And, of all the texts bearing on the 
subject, this, which is a quite simple and practical order, is 
the one you have chiefly to hold in mind. *Keep thy heart 
with all diligence, for out of it are the issues of life.' 

LuciLLA. And yet, how inconsistent the texts seem ! 

L. Nonsense, Lucilla ! do you think the universe is bound 
to look consistent to a girl of fifteen ? Look up at your own 
room window ; — you can just see it from where you sit. I'm 
glad that it is left open, as it ought to be, in so fine a day. 
But do you see what a black spot it looks, in the sim-hghted 
wall? 

LuciLL.\. Yes, it looks as black as ink. 

L. Yet you know it is a ver}' bright room when you are 
inside of it ; quite as bright as there is any occasion for it to 
be, that its little lady may see to keep it tidy. ^Vell, it is verj' 
probable, also, that if you could look into your lieart from tlie 
sun's point of view, it might appear a very black hole indeed : 
nay, the sun may sometimes think good to tell 3'ou that it 
looks so to Him ; but He will come iuto it, and make it very 
cheerful for you, for all that, if you don't put the shutters up. 
And the one question for yoUy remember, is not * dark or 
light ? ' but * tidy or imtidy ? ' Look well to your sweeping 
and garnishing ; and be sure it is only the banished spirit, or 
some of the seven wickeder ones at his back, who >\'ill still 
whisper to you that it is all black. 



LECTURE VI. 

CRYSTAL QUARRELS, 

FuU eondate, in Schoolroom. There has been a game at crystuUmttion in 
the morning, of wluch various account has to be rendered. In partic 
ular, everybody has to explain why they were always where they were not 
intended to be, 

L. {having received and considered the report). You have 
got on pretty well, children : but you know these were easy 
figures you have been trymg. Wait till I have drawn you 
out the plans of some crystals of snow ! 

Mary. I don't think those will be the most difficult : — they 
are so beautiful that we shall remember our places better ; 
and then they are all regular, and in stars : it is those twisty 
obHque ones we are afraid of. 

L. Read Carlyle's account of the battle of Leuthen, and 
leaiii Freidrich's * oblique order/ You will * get it done for 
once, I think, provided you can march as a pair of compasses 
would.' But remember, when you can construct the most 
difficult single figures, you have only learned half the game 
— nothing so much as the half, indeed, as the crystals them- 
selves play it. 

MvRY. Indeed ; what else is there ? 

L. It is seldom that any mineral crystallises alone. Usually 
two or three, under quite different ciystalline laws, form to- 
gether. They do this absolutely without flaw or fault, when 
they are in fine temper : and observe what this signifies. 
It signifies that the two, or more, minerals of different natures 
agi-ee, somehow, between themselves, how much space each 
will want ; — agree which of them shall give away to the other 
at their junction ; or in what measure each will accommodate 
itself to the other's shape ! And then each takes its per- 
mitted shape, and allotted share of space ; yielding, or being 
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yielded fo, as it builds, till each ciystal baa fitted itself per- 
fectly and gracefully to ita differeutly-natured neighbour. 
So that, in order to practise this, in eveu the simplest terms, 
you must divide into two parties, wearing different colours ; 
each much choose a dlliereiit figure to construct ; and you 
must form one of these figures thi-ough the other, both going 
oa at the some time. 

Mart. I think ux may, perhaps, manage it ; but I cannot 
at all understand how the crystals do. It seems to imply so 
much preconcerting of plan, and bo much giving way to each 
other, as if they really were living. 

L Tea, it implies both concurrence and compromise, 
regulating all wilfulness of desiffn : ami, more curious still, 
the crystals do not- always give way to each other. They show 
exactly the same varieties of temper that human creatures 
might Sometimes they yield tho required place with per- 
fect grace and courtesy ; forming fantastic, but esqiiisitely 
finished groups : and sometimes they will not yield at all ; 
but fight furiously for their places, losing all shape and 
iionour, aud even their own likeness, in the contest 

Mary. But is not that wholly wonderful ? How is it that 
one never sees it spoken of in books? 

L. The scientific men are all biiay in determining tho con- 
stant laws under which the struggle takes place ; these indefi- 
nite humours of the elements are of no interest to tliem. 
And unscientific people rarely give themselves the trouble of 
tbinking at all when they look at stones. Not that it is of 
much use to think ; the more one thinks, the more one is 
puzzled. 

Makt. Surely it is more wonderful than anything in 
botany ? 

L. Eveiything has its own wonders ; but, given the nature 
of tbe plant, it ia easier to imdei-etaud what a flower will do, 
and why it does it, tJian, given anything we as yet know of 
Btone-uature, to understand what a crystal will do, and why 
it does it. You at once admit a kind of volition aud choice, 
in the flower ; but we are not accustomed to attribute anytliing 
of the kind to the crystal. Yet there is, in reality, more like- 
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ness to some conditions of human feeling among stones than 
among plants. There is a far greater diflference between 
kindly-tempered and ill-tempered crystals of the same mine- 
ral, than between any two specimens of the same flower : and 
the friendships and wars of crj'stals depend more definitely 
and curiously on their varieties of disposition, than any associ- 
ations of flowers. Here, for instance, is a good garnet, living 
with good mica ; one rich red, and the other silver white : 
the mica leaves exactly room enough for the garnet to crj'stal- 
lise comfortably in ; and the garnet lives happily in its little 
white house ; fitted to it, like a pliolas in its celL But here 
are wicked garnets living with wicked mica. See what ruin 
they make of each other ! You cannot tell which is which ; 
the garnets look like dull red stains on the crumbling stone. 
By the way, I never could understand, if St Gothard is a 
real saint, why he can't keep his garnets in better order. 
These are all under his care ; but I suppose there are too 
many of them for him to look after. The streets of Airolo 
are paved with them. 

May. Paved with garnets? 

L. With mica-slate and garnets ; I broke this bit out of a 
paving stone. Now garnets and mica are natural friends, 
and generally fond of each other ; but you see how they 
quarrel when they are ill brought up. So it is always. Good 
crystals ai'e friendly with almost all other good crystals, 
however httle they chance to see of each other, or how- 
ever opposite their habits may be ; while wicked ciystals 
quarrel with one another, though they may be exactly alike 
in habits, and see each other continually. And of course the 
wicked crj'stals quaiTel with the good ones. 

Isabel. Then do the good ones get ELDgry ? 

L. No, never : they attend to their own work and life ; 
and live it as well as they can, though they are always the 
sufferers. Here, for instance, is a rock-crj^stal of the purest 
race and finest temper, who was bom, unhappily for him, in 
a bad neighboiu'hood, near Beaufort in Savoy ; and he has had 
to fight with -v-ile calcareous mud all his hfe. See here, when he 
was but a child, it came down on him, and nearly buiied him ; a 
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weaker crystal would have died in despair ; but he only 
gathered himself together, like Hercules against the serpents, 
and threw a layer of crystal over the clay ; conquered it>— 
imprisoned it, — and lived on. Then, when he was a little 
older, came more clay ; and poured itself upon him here, at 
the side ; and he has laid crystal over that, and lived on, in 
his purity. Then the clay came on at liis angles, and tried to 
cover them, and round them away ; but upon that he threw 
out buttress-crystals at his angles, all as true to his own 
central Hue as chapels round a cathedral apse ; and clustered 
them round the clay ; and conquered it again. At last the 
clay came on at his summit, and tried to blunt his summit ; but 
he could not endure that for an instant ; and left his flanks 
all rough, but pure ; and fought the clay at his crest, and 
built crest over crest, and peak over peak, till the clay sur- 
rendered at last ; and here is his summit, smooth and pure, 
terminating a pyramid of alternate clay and crystal, half a 
foot high! 

Lily. Oh, how nice of him ! What a dear, brave crj'^stal ! 
But I can't bear to see his flanks aU broken, and the clay 
within them. 

L. Yes ; it was an evil chance for him, the being bom to 
such contention ; there are some enemies so base that even 
to hold them captive is a kind of dishonour. But look, here 
has been quite a difterent kind of struggle : the adverse 
power has been more orderly, and has fought the pure crystal 
in ranks as firm as its own. This is not mere rage and im- 
pediment of crowded evil : here is a discipUned hostihty ; 
army against army. 

Ln.Y. Oh, but this is much more beautiful ! 

L. Yes, for both the elements have true virtue in them ; it 
is a pity they are at war, but they war grandly. 

IVLuiY. But is this the same clav as in tlie other crs'stal? 

L. I used the word clav for shortness. In both, the eneniv 
is really limestone ; but in the first, disordered, and mixed 
with true clay ; while, here, it is nearly pure, and crj'stallises 
into its own primitive form, the oblique six-sided one, which 
vou know : and out of these it makes regiments ; and then 
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squares of tlie regiments, and so charges the rock crystal 
liter9Jlj in square against column. 

Isabel. Please, please^ let me see. And what does the 
rock crystal do ? 

L. The rock crystal seems able to do nothing. The calcite 
cuts it through at every charge. Look here, — and here ! 
The loveliest crystal in the whole group is hewn fciirly into 
two pieces. 

Isabel. Oh, dear ; but is the calcite harder than the crys- 
tal then? 

L. No, softer. Very much softer. 

Maby. But then, how can it possibly cut the crystal ? 

L. It did not really cut it, though it passes through it. 
The two were formed together, as I told you ; but no one 
knows how. Still, it is strange that this hard quartz has in 
all cases a good-natured way with it, of yielding to every- 
thing else. AU sorts of soft things make nests for themselves 
in it ; and it never makes a nest for itself in anything. It 
has all the rough outside work ; and every sort of cowardly 
and weak mineral can shelter itself within it Look ; these 
are hexagonal plates of mica ; if they were outside of this 
crystal they would break, like burnt paper ; but they are 
inside of it, — nothing can hurt them, — the crystal has taken 
them into its very heart, keeping all their delicate edges as 
sharp as if they were under water, instead of bathed in rock. 
Here is a piece of branched silver : you can bend it with a 
touch of your finger, but the stamp of its every fibre is on 
the rock in which it lay, as if the quartz had been as soft as 
wool. 

Lily. Oh, the good, good quartz I But does it never get 
inside of anjiihing ? 

L. As it is a little Irish girl who asks, I may perhaps an- 
swer, without being laughed at, that it gets inside of itself 
sometimes. But I don't remember seeing quartz make a nest 
for itself in anything else. 

Isabel. Please, there was something I heard you talking 
about, last term, with Miss Mary. I was at my lessons, but 
I heard something about nests ; and I thought it was birds' 
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nests ; and I couldn't help listening ; and then, I remem- 
ber, it was about 'nests of quartz in granite.' I remember, 
because I was so disappointed I 

L. Yesj mousie, you remember quite rightly ; but I can't 
tell you about those nests to-day, nor perhaps to-morrow : 
but there's no contradiction between my saying then, and 
now ; I will show you that there is not, some day. Will you 
trust me meanwhile ? 

Isabel. Won't 1 1 

L. Well, then, look, lastly, at this piece of courtesy in 
quartz ; it is on a small scale, but wonderfully pretty. Here 
is nobly bom quartz living with a green mineral, called epi- 
dote ; and they are immense friends. Now, you see, a com- 
paratively large and strong quartz-crystal, and a very weak 
and slender little one of epidote, have begun to grow, close 
by each other, and sloping unluckily towards each other, so 
that they at last meet They cannot go on growing togeth- 
er ; the quartz cr^'stal is five times as thick, and more than 
twenty times as strong,* as the epidote ; but he stops at 
once, just in the very crowning moment of his life, when he 
is building his own summit I He lets the pale little film of 
epidote grow right past him ; stopping his own summit for 
it ; and he never himself grows any more. 

Lily {after some silence of xconder). But is the quartz vever 
wicked then ? 

L. Yes, but the wickedest quartz seems good-natured, com- 
pared to other tilings. Here are two very chanicteristic ex- 
amples ; one is good quartz, living with good pearlspar, and 
the other, wicked quartz, Hving \vith wicked pearlsjmr. In 
both, the quartz yields to the soft carbonate of ii'on : but, in 
the first place, the iron takes only what it needs of room ; and 
is inserted into the i)lanes of the rock crj'stal with such pre- 
cision, that you must break it away before you can tell 
whether it really penetrates the quartz or not ; while the 
crystals of iron are perfectly formed, and have a lovely bloom 
on their surface besides. But here, when the two minerals 

* Quartz is not ranch harder than epidote ; the strencth is only sup- 
posed to be in some proportion to the squares of the diameters. 
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quaiTel, the unhappy quartz has all its surfaces Jagged and 
torn to pieces ; and there is not a single iron crystal whose 
shape you can completely trace. But the quartz has the worst 
of it, in both instances. 

Violet. Might we look at that piece of broken quartz again, 
with the weak little film across it ? it seems such a strange 
lovely thing, like the self-sacrifice of a human being. 

L. The self sacrifice of a human being is not a lovely thing, 
Violet. It is often a necessary and noble thing ; but no form 
nor degree of suicide can be ever lovely. 

Violet. But self-sacrifice is not suicide I 

L. What is it then ? 

Violet. Giving up one's self for another. 

L. Well ; and what do you mean by * giving up one's self?' 

Violet. Giving up one's tastes, one's feelings, one's time, 
one's happiness, and bo on, to make others happy. 

L. I hope you will never marry anybody, Violet, who ex- 
pects you to make him happy in that way. 

Violet {JxesUating). In what way ? 

L. By giving up your tastes, and sacrificing your feelings, 
and happiness. « 

Violet. No, no, I don't mean that ; but you know, for other 
people, one must 

L, For people who don't love you, and whom you know 
nothing about ? Be it so ; but how does this * giving up ' dif- 
fer from suicide then ? 

Violet. WTiy, giving up one's pleasures is not killing one's 
self? 

L. Giving up wrong pleasure is not ; neither is it self-sacri- 
fice, but self-culture. But giving up right pleasiure ia If 
you surrender the pleasure of walking, your foot will wither ; 
you may as well cut it oflf : if you surrender the pleasure of 
seeing, your eyes will soon be unable to bear the light ; you 
may as well pluck them out. And to maim yourself is partly 
to kill youreelf. Do but go on maiming, and you will soon 
slav. 

Violet. But why do you make me think of that verse tlier, 
about the foot and the eye ? 
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L. Tou are indeed commanded to cut off and to pluck out, 
if foot or eye offend you ; but why should they offend you ? 

Violet. I don't know ; I never quite understood that. 

L. Yet it is a sharp order ; one needing to be well under- 
stood if it is to be well obeyed I When Helen sprained her 
ancle the other day, you saw how strongly it had to be band- 
aged : that is to say, prevented from all work, to recover it 
But the bandage was not * lovely.' 

Violet. No, indeed. 

L. And if her foot had been crushed, or diseased, or snake- 
bitten, instead of sprained, it might have been needful to cut 
it off But the amputation would not have been * lovely.' 

Violet. No. 

L. Well, if eye and foot are dead already, and betray you 
— if the light that is in you be darkness, and your feet run 
into mischief, or are taken in the snare, — it is indeed time 
to pluck out, and cut off, I think : but, so crippled, you can 
never be what you might have been otherwise. You enter 
into life, at best, halt or maimed ; and the sacrifice is not 
beautiful, though necessary. 

Violet {after a pause). But when one sacrifices one's self 
for others ? 

L. Why not rather others for you ? 

Violet. Oh ! but I couldn't bear that 

L. Then why should they bear it ? 

Dora {bursting in, indignant). And Tliermopylje, and Pro- 
tesilaus, and Marcus Curtius, and Arnold de Winkelried, and 
Iphigenin, and Jephthah's daughter ? 

L. {sustaining the indignation unmoved). And the Samaritan 
woman's son ? 

Dora. Wliich Samaritan woman's ? 

L. Read 2 Kings vi. 29. 

Dora {obeys). How horrid ! As if we meant anything like 
that! 

L. You don't seem to me to know in the least what you do 
mean, children. What practical difference is there between 
* that,' and what you are talking about ? The Samaritan chil- 
dren had no voice of their own in the business, it is true ; but 
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neither had Iphigenia : the Greek girl was certainly neither 
boiled, nor eaten ; but that only makes a difference in the 
dramatic effect ; not in the principle. 

Dora (biting her Up). Well, then, tell us what we ought to 
mean. As if you didn't teach it all to us, and mean it your- 
self, at this moment, more than we do, if you wouldn't be 
tii'esome I 

L. I mean, and have always meant, simply this, Dora ; — 
that the will of Grod respecting us is that we shall live by each 
other's happiness, and life ; not by each other's misery, or 
death. I made you read that verse which so shocked you just 
now, because the relations of parent and child are typical of 
all beautiful human help. A child may have to die for its 
parents ; but the purpose of Heaven is that it shall rather live 
for them ; — that, not by its sacrifice, but by its strength, its 
joy, its force of being, it shall be to them renewal of strength ; 
and as the arrow in the hand of the giant So it is in all 
other right relations. Men help each other by their joy, not 
by their sorrow. They are not intended to slay themselves 
for each other, but to strengthen themselves for each other. 
And among the many apparently beautiful things which turn, 
through mistaken use, to utter evil, I am not sure but that 
the thoughtlessly meek and self-sacrificing spirit of good men 
must be named as one of the fatallest. They have so often 
been taught that there is a virtue in mere suffering, as such ; 
and foolishly to hope that good may be brought by Heaven 
out of all on which Heaven itself has set the stamp of evil, 
that we may avoid it, — that they accept pain and defeat as if 
these were their appointed portion ; never understanding that 
their defeat is not the less to be mourned because it is more 
fatal to their enemies than to them. The one thing that a 
good man has to do, and to see done, is justice ; he is neither 
to slay himself nor others causelessly : so far from denying 
himself, since he is pleased by good, he is to do his utmost to 
get his pleasure accomplished. And I only wish there were 
strength, fidelity, and sense enough, among the good English- 
men of this day, to render it possible for them to band to- 
gether in a vowed brotherhood, to enforce, by strength of 
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heart and boiicl, the doing of burnan justice among all who 
came witliin their sphere. And finally, for your own teach- 
ing, observe, although there may be need for mucli self-sacri- 
fice and aeli-deniaj in the correction of faidta of character, 
the moment the character is formed, the seH-denial ceases. 
Nothing ia really well done, which it coats you pain to do. 

Violet. But surely, sir, you ai'e alwaj's pleased with U3 
when we try to please others, and not ourselves ? 

L. My dear chdd, in the daily course and discipline of right 
life, we must continually and reciprocally suhmit and sur- 
render in all kind and courteous and affectionate ways : and 
these submissions and ministries to each other, of which you 
all know (none better) the practice and the preciousness, are 
as good for the yielder as the receiver : they strengthen and 
perfect as much as they soften and refine. But the real sacri- 
fice of all our strength, or life, or happiness to others (though 
it may be needed, and though all brave creatures hold their 
hves in their hand, to be given, when such need comes, as 
(ranldy as a soldier gives his life in battle), is yet always a 
mournful and momentary necessity ; not the fulhlment of the 
continuous law of being. Self-sacrifice which is sought after, 
and triumphed in, is usually foohsh ; and calamitous in its 
issue : and by the eentimentjil proclamation and pursuit of it, 
goo<l people have not only made most of their own lives use- 
less, hut the whole framework of theh" religion so hollow, 
that at this moment, while the ^English nation, with its lips, 
pretends to teach every man to ' love his neighbour as him- 
self,' with its hands and feet it clutehes and tmmplea like a 
wild beast ; and practically lives, every soul of it that can, on 
other peo]jle's labour. Briefly, the constant duty of every man 
to his fellows is to ascerhtin his own powers and special gifts ; 
and to strengthen them for the help of others. Do you thuik 
Titian would have helped the world better by denying him- 
self, and not painting ; or CnscUa by denying huaself, and not 
singing? The real virtue is to be ready to sing the moment 
people aak us ; as he was, even in purgatory. The very word 
'virtue' meansnot 'conduct' but 'strength,' vital energj- in 
the heai-t. Were not you reading about that group of words 
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beginning with V, — vital, virtuous, vigorous, and so on, — in 
Max Muller, the other day, Sibyl ? Can't you tell the others 
about it? 

Sibyl. No, I can't ; will you tell us, please ? 

L. Not now, it is too late. Come to me some idle time 
to-morrow, and I'll tell you about it, if all's welL But the 
gist of it is, children, that you should at least know two Latin 
words ; recollect that * mors ' means death and delaying ; and 
• vita ' means life and growing : and tiy always, not to mor- 
tify yourselves, but to vivify yourselves. 

Violet. But, then, are we not to mortify our earthly affec- 
tions? and surely we are to sacrifice ourselves, at least in 
God's service, if not in man's ? 

L. Really, Violet, we are getting too serious. Pve given 
you enough ethics for one talk, I think I Do let us have a 
little play. Lily, what were you so busy about, at the ant-hill 
in the wood, this morning ? 

Lily. Oh, it was the ants who were busy, not I ; I was 
only trying to help them a Uttle. 

L And they wouldn't be helped, I suppose ? 

Lily. No, indeed. I can't think why ants are always so 
tiresome, when one tries to help them ! They were carrying 
bits of stick, as fast as they could, through a piece of grass ; 
and pulling and pushing, so hard ; and tumbhng over and 
over, — it made one quite pity them ; so I took some of the 
bits of stick, and carried them forward a little, where I 
thought they wanted to put them ; but instead of being 
pleased, they left them directly, and ran about looking quite 
angry and frightened ; and at last ever so many of them got 
up my sleeves, and bit me all over, and I had to come away. 

L I couldn't think what you were about. I saw your 
French grammar lying on the grass behind you, and thought 
perhaps you had gone to ask the ants to hear you a French 
verb. 

Isabel. Ah ! but you didn't, though ! 

L Why not, Isabel ? I knew, well enough, lily couldn't 
learn that verb by herself. 

Isabel. No ; but the ants couldn't help her. 
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L Are you sure the ants could not have helped you, Lily ? 

Lily {thinking), I ought to have learned something from 
them, perhaps. 

L. But none of them left their sticks to help you through 
the irregular verb ? 

Lily. No, indeed. {Laughing, with some others,) 

L. What are you laughing at, children ? I cannot see why 
the ants should not have left their tasks to help Lily in her's, 
— since here is Violet thinking she ought to leave her tasks, 
to help God in Hia Perhaps, however, she takes Lily's more 
modest view, and thinks only that ' He ought to learn some- 
thing from her.* 

{Tears in Violet's eyes,) 

Dora {scarlet). It's too bad — it's a shame : — poor Violet ! 

L. My dear children, there's no reason why one should be 
so red, and the other so pale, merely because you are made 
for a moment to feel the absurdity of a phrase which you 
have been taught to use, in common with half the religious 
world. There is but one way in which man can ever help 
God — that is, by letting God help him : and there is no way 
in which his name is more guiltily taken in vain, than by call- 
ing the abandonment of our own work, the performance of 
His. 

God is a kind Father. He sets us nil in the places where 
He wishes us to be employed ; and that employment is truly 
* our Father's business.' He chooses work for every creature 
which will be delightful to them, if they do it simply and 
humbly. He gives us always strength enough, and sense 
enough, for what He wants us to do ; if we either tire our- 
selves or puzzle ourselves, it is our own fault. And we may 
always be sure, whatever we are doing, that we cannot be 
pleasing Him, if we are not happy ourselves. Now, away 
with you, children ; and be as happy as you can. And when 
you cannot, at least don't plume yourselves upon pouting. 



LECTURE VII. 

HOME VIRTUES. 
By the fireside, in the Drawing-room, Evening, 

Dora. Now, the curtains are drawn, and the fire's bright, 
and here's your arm-chair — and you're to tell us all about what 
you promised. 

L. All about what ? 

Dora. All about virtue. 

Kathleen. Yes, and about the words that begin with V. 

L. I heard you singing about a word that begins with V, 
in the playground, this morning, Miss Katie. 

Kathleen. Me singing? 

May. Oh tell us — tell us. 

L. * Vilikens and his * 

Kathleen {stopping his mouth). Oh I please don'i Where 
were you ? 

Isabel. Tm sure I wish I had known where he was ! We 
lost him among the rhododendrons, and I don't know where 
he got to ; oh, you naughty — naughty — (climbs on his knee). 

Dora. Now, Isabel, we really want to talk. 

L. /don't 

Dora. Oh, but you must. You promised, you know. 

L. Yes, if all was well ; but all's ilL I'm tired, and cross ; 
and I won't. 

Dora. You're not a bit tired, and you're not crosser than 
two sticks ; and we'll make you talk, if you were crosser than 
six. Come here, Egypt ; and get on the other side of him. 

(Egypt takes up a commanding position near the hearth- 
brush.) 

Dora (reviewing her forces). Now, lily, come and sit on 
the rug in front 

(Lily does as she is bid.) 
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L {seeing he has no chance against the odds,) "Well, well ; 
but rm recdly tired. Gk) and dance a little, first ; and let me 
think. 

Dora. No ; you mustn't think. You will be wanting to 
make us think next ; that will be tiresome. 

L. Well, go and dance first, to get quit of thinking ; and 
then ni talk as long as you like. 

Doha. Oh, but we can't dance to-nighi There isn't time ; 
and we wan't to hear about virtue. 

L. Let me see a little of it firsi Dancing is the first of 
girl's virtues. 

Egypt. Indeed ! And the second ? 

L. Dressing. 

Egypt. Now, you needn't say that I I mended that tear the 
first thing before breakfast this morning. 

L. I cannot otherwise express the ethical principle, Egypt ; 
whether you have mended your gown or not. 

Dora. Now don't be tiresome. We really must hear about 
virtue, please ; seriously. 

L, WelL I'm telling you about it, as fast as I can. 

Dora. What I the first of girls' virtues is dancing ? 

L. More accurately, it is wishing to dance, and not vdshing 
to tease, nor hear about \irtue. 

Dora {to Egypt). Isn't he cross? 

Egypt. How many balls must we go to in the season, to be 
perfectly virtuous? 

L. As many as you can without losing your colour. But 
I did not say you should wish to go to balls. I said you 
should be always wanting to dance. 

Egypt. So we do ; but eveiybody says it is very wrong. 

L. WTiy, Egj-pt, I thoughts 

* There was a lady once, 

That would not be a queen, — that would she not, 
For all the mud in Egypt.* 

You were complaining the other day of having to go out a 
great deal of tener than you liked. 
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Egypt. Yes, so I was ; but then, it isn't to dance. There's 
no room to dance : it's — (Pausing to cormder what it is for). 

L. It is only to be seen, I suppose. Well, there's no harm 
in that Girls ought to like to be seen. 

Dora {her eyes jlashing). Now, you don't mean that ; and 
you're too provoking ; and we won't dance again, for a month. 

L. It will answer every purpose of revenge, Dora, if you 
only banish me to the library ; and dance by yourselves : but 
I don't think Jessie and Lily will agree to that You like me 
to see you dancing, don't you Lily ? 

Lily. Yes, certainly, — when we do it rightly. 

L. And besides. Miss Dora, if young ladies really do not 
want to be seen, they should take care not to let their eyes 
flash when they dislike what people say : and, more than that, 
it is all nonsense from beginning to end, about not want- 
ing to be seen. I don't know any more tiresome flower in the 
borders than your especially * modest ' snowdrop ; which one 
always has to stoop down and take all sorts of tiresome trou- 
ble with, and nearly break its poor little head off, before you 
can see it ; and then, half of it is not worth seeing. Girls 
should be Hke daisies ; nice and white, with an edge of red, 
if you look close ; making the groimd bright wherever they 
are ; knowing simply and quietly that they do it, and are 
meant to do it, and that it would be very wrong if they didn't 
do it Not want to be seen, indeed ! How long were you in 
doing your back hair, this afternoon, Jessie ? 

(Jessie not immediately answering , Doiu comes to her assitft- 
anee.) 

Dora. Not above three-quarters of an hour, I think, Jess ? 

Jessie (imtiing her finger up). Now, Dorothy, you needn't 
talk, vou know ! 

L. I know she needn't, Jessie ; I shall ask her about those 
dark plaits presently. (Dora looks round to see if there is any 
xoay open j\yr retreat.) But never mind ; it was worth the 
time, whatever it was ; and nobody will ever mistake that 
golden wreath for a chignon : but if you don't want it to be 
seen, you had better wear a cap. 
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Jessie. Ab, now, are you really going to do nothing but 
play ? And we all haye been thinking, and thinking, all day ; 
and hoping you would tell us things ; and now — ! 

L. And now I am telling you things, and true things, and 
things good for you ; and you won't believe me. You might 
as well have let me go to sleep at once, as I wanted to. 

{Endeavours again to make himself comforlahle.) 

Isabel. Oh, no, no, you sha'n't go to sleep, you naughty — 
Kathleen, come here. 

L. (knowing what he has to expect if Kathleen comes). Get 
away, Isabel, you're too heavy. {Sitting up.) What have I 
been saying ? 

Dora. I do believe he has been asleep all the time ! You 
never heard anything like the things you've been saying. 

L. Perhaps not If you have heard them, and anything 
like them, it is all I want 

Egypt. Yes, but we don't understand, and you know wo 
don't ; and we want to. 

L. What did I say first ? 

Dora. That the first virtue of girls was wanting to go to 
balls. 

L. I said nothing of the kind. 

Jessie. * Always wanting to dance,* you said. 

L. Yes, and that's true. Their first virtue is to be intensely 
happy ; — so happy that they don't know what to do with them- 
selves for happiness, — and dance, instead of walking. Don't 
you recollect 'Louisa,* 

* Xo fountain from a rooky cave 
E'er tripped with foot bo free ; 
She seemed as happy as a wave 
That dances on the sea.' 

A girl is always like that, when everything's right with her. 

Violet. But, surely, one must be sad sometimes ? 

L. Yes, Violet ; and dull sometimes, and stupid sometimes, 
and cross sometimes. What must be, must ; but it is always 
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either our own fault, or somebody else'a The last and worst 
thing that can be said of a nation is, that it has made its 
young girls sad, and weary. 

Mat. But I am sure I have heard a great many good people 
speak against dancing ? 

L. Yes, May ; but it does not follow they were wise as well 
as good. I suppose they think Jeremiah liked better to have 
to write Lamentations for his people, than to have to write 
that promise for them, which everybody seems to hurry past, 
that they may get on quickly to the verse about Eachel weep- 
ing for her children ; though the verse they pass is the counter- 
blessing to that one : ' Then shall the virgin rejoice in the 
dance ; and both young men and old together ; and I will 
turn their mourning into joy.* 

(The children get very serious, hut look at each other, as if 
pleased,) 

Mary. They understand now : but, do you know what you 
said next? 

L. Yes ; I was not more than half asleep. I said their sec- 
ond virtue was dressing. 

Mahy. Well ! what did you mean by that ? 

L. What do you mean by dressing? 

Mary. Wearing fine clothes. 

L. Ah ! there's the mistake. I mean wearing plain ones. 

Mary. Yes, I daresay ! but that's not what girls understand 
by dressing, you know. 

L. I can't help thai If they understand by dressing, buy- 
ing dresses, perhaps they also understand by drawing, buying 
picturea But when I hear them say they can draw, I under- 
stand that they can make a drawing ; and when I hear them 
say they can dress, I understand that they can make a dress 
and — wliich is quite as difficult — wear one. 

Dora. I'm not sure about the making ; for the wearing, we 
can all wear them — out, before anybody expects it. 

Egypt (aside, to L., piteously). Indeed I have mended that 
torn flounce quite neatly ; look if I haven't ! 

Ij. (aside, to Egyft). All right ; don't be afraid. (Aloud to 
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Dora.) Tea, doubtless ; but you know that is only a slow way 

of undressing. 

Dora. Then, we are all to learn dress-making, are we ? 

L. Yes ; and always to dress yourselves beautifully — not 
finely, unless on occasion ; but then very finely and beauti- 
fully too. Also, you are to dress as many other people as you 
can ; and to teach them how to dress, if they don't know ; 
and to consider every ill-dressed woman or child whom 
you see anywhere, as a personal disgrace ; and to get at them, 
somehow, until everybody is as beautifully dressed as birds. 

(Silence ; the children drawing their breaths hard, as if 
they had come from under a shower bath.) 

L (seeing objections begin to express themselves in the eyes). 
Now you needn't say you can't ; for you can : and it's what 
you were meant to do, always ; and to dress your houses, and 
your gardens, too ; and to do very httle else, I believe, ex- 
cept singing ; and dancing, as we said, of course ; and— one 
thing more. 

Dora. Our third and last virtue, I suppose ? 

L. Yes ; on Violet's system of tripHcities. 

Dora. Well, we are prepared for anything now. What is it ? 

L. Cooking. 

Dora. Cardinal, indeed I If only Beatrice were here with 
her seven handmaids, that she might see what a fine eighth 
we had found for her I 

Mary. And the interpretation ? What does ' cooking * mean ? 

L. It means the knowledge of Medea, and of Circe, and of 
Calypso, and of Helen, and of Rebekah, and of the Queen of 
Sheba. It means the knowledge of all herbs, and fruits, and 
balms, and spices ; and of all that is healing and sweet in 
fields and groves, and savoury in meats ; it means careful- 
ness, and inventiveness, and watchfulness, and willingness, 
and readiness of appHance ; it means the economy of your 
great-grandmothers, and the science of modem chemists ; it 
means much tasting, and no wasting ; it means English 
thoroughness, and French art, and Arabian hospitality ; and 
it means, in fine, that you are to be perfectly and always, 
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* ladies ' — ' loaf-givers ; ' and, as you are to see, imperatively, 
that everybody has something pretty to put on, — so you are 
to see, yet more imperatively, that everybody has something 
nice to eat. 

{Anotlier pause, and long drawn breath.) 

Dora (slowly recovering herself) to Egypt. "We had better 
have let him go to sleep, I think, after all I 

L. You had better let the younger ones go to sleep now : 
for I haven't half done. 

Isabel (panio^truck). Oh ! please, please ! just one quarter 
of an hour. 

L. No, Isabel ; I cannot say what IVe got to say, in a 
quarter of an hour ; and it is too hard for you, besides : — 
you would be lying awake, and trying to make it out, half 
the night. That will never do. 

Isabel. Oh, please I 

L. It would please me exceedingly, mousie : but there are 
times when we must both be displeased ; more's the pity. 
Lily may stay for half an hour, if she likes. 

Lily. I can't ; because Isey never goes to sleep, if she is 
waiting for me to come. 

Isabel. Oh, yes, Lily ; Til go to sleep to-night, I will, in- 
deed. 

Lily. Yes, it's very likely, Isey, with those fine round eyes ! 
(To L.) You'll tell me something of what you've been saying, 
to-morrow, won't you ? 

L. No, I won't, Lily. You must choose. It's only in Miss 
Edgeworth's novels that one can do right, and have one's 
cake and sugar afterwards, as well (not that I consider the 
dilemma, to-night, so grave). 

(Lily, sighing, takes Isabel's hand,) 

Yes, Lily dear, it will be better, in the outcome of it, so, 
than if you were to hear all the talks that ever were talked, 
and all the stories that ever were told. Good night. 

(The door leading to the condemned cells of the Dormitory 
closes on Lily, Is^vbel, Florrie, and other diminutive 
and submissive victims,) 
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Jessie {after a pause). Why, I thought you were so fond 
of Miss Edgeworth ! 

L. So I am ; and so you ought all to be. I can read her 
over and over again, without ever tiring ; there's no one 
whose every page is so full, and so delightful ; no one who 
brings you into the company of pleasanter or wiser people ; 
no one who tells you more truly how to do right. And it is 
very nice, in the midst of a wild world, to have the very ideal 
of poetical justice done always to one's hand : — to have 
everybody found out, who teUs lies ; and everybody decorated 
with a red riband, who doesn't ; and to see the good Laura, 
who gave away her half sovereign, receiving a grand ovation 
from an entire dinner party disturbed for the purpose ; and 
poor, dear, little Rosamond, who chooses purple jars instead 
of new shoes, left at last without either her shoes or her 
bottle. But it isn't life: and, in the way children might easily 
undei'stand it, it isn't morals. 

Jessie. How do you mean we might understand it ? 

L. You might think IVIiss Edgeworth meant that the right 
was to be done mainly because one was always rewarded for 
doing it. It is an injustice to her to say that : her heroines 
always do right simply for its own sake, as they should ; and 
her examples of conduct and motive are wholly admirable. 
But her representation of events is false and misleading. 
Her good characters never are brought into the deadly trial 
of goodness, — the doing right, and suffering for it, quite 
finally. And that is life, as God arranges it. 'Taking up 
one's cross ' does not at all mean having ovations at dinner 
parties, and being put over everybody else's head. 

Dora. But what does it mean then ? That is just what we 
couldn't understand, when you were telling us about not 
sacrificing ourselves, yesterday. 

L. My dear, it means simply that you are to go the road 
which you see to be the straight one ; carrying whatever you 
find is given you to carry, as well and stoutly as you can ; 
vrithout making faces, or calling people to come and look at 
you. Above all, you are neither to load, nor unload, your- 
self ; nor cut your cross to your own liking. Some people 
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think it would be better for them to haye it large ; and many, 
that they could cany it much faster if it were small; and 
even those who like it largest are usually very particular 
about its being ornamental, and made of the best ebony. But 
all that you have really to do is to keep your back as straight 
as you can ; and not think about what is upon it — above all, 
not to boast of what is upon it The real and essential mean- 
ing of * virtue * is in that straightness of back. Yes ; you may 
laugh, children, but it is. You know I was to tell about the 
words that began with V. Sibyl, what does * virtue ' mean, 
literally ? 

Sibyl. Does it mean courage ? 

L. Yes ; but a particular kind of courage. It means cour- 
age of the nerve ; vital courage. Tliat first syllable of it, if 
you look in IVIax Mttller, you will find really means * nerve,' 
and from it come * vis,* and * vir,* and * virgin * (through vi- 
reo), and the connected word * virga ' — * a rod ; ' — the green 
rod, or springing bough of a tree, being the type of jjerfect 
human strength, both in the use of it in the Mosaic stor}', 
when it becomes a serpent, or strikes the rock ; or when 
Aaron's bears its almonds ; and in the metaphoriciil expres- 
sions, the 'Bod out of the stem of Jesse,' and the 'Miin 
whose name is the Branch,' and so on. And the essential 
idea of real virtue is that of a vital human strength, which 
instinctively, constantly, and without motive, does what is 
right. You must train men to this by habit, as you would 
the branch of a tree ; and give them instincts and manners 
(or morals) of purity, justice, kindness, and courage. Once 
rightly trained, they act as they should, iiTespectively of all 
motive, of fear, or of reward. It is the blackest sign of 
putrescence in a national reUgion, when men speak as if it 
were the only safeguard of conduct ; and assume that, but 
for the fear of being burned, or for the hope of being re- 
warded, everybody would pass their lives in hing, stealing, 
and murdering. I think quite one of the notablest historical 
events of this century (perhaps the very notablest), was that 
council of clergymen, horror-struck at the idea of any dimi- 
nution in our dread of hell, at which the last of English 
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clergymen whom one would have expected to see in such a 
function, rose as the devil's advocate ; to tell us how impos- 
sible it was we could get on without hiuL 

Violet {after a pause). But, surely, if people weren't 
afraid — {hesitates again), 

L. They should be afraid of doing wrong, and of that only, 
my dear. Otherwise, if they only don't do wrong for fear of 
being punished, they have done wrong in their hearts, al- 
ready. 

Violet. Well, but surely, at least one ought to be afraid 
of displeasing God ; and one's desire to please Him should 
be one's first motive ? 

L. He never would be pleased with us, if it were, my dear. 
When a father sends his son out into the world — suppose as 
an apprentice — fancy the boy's coming home at night, and 
saying, ' Father, I could have robbed the till to-day ; but 
I didn't, because I thought you wouldn't like it* Do you 
think the father would be particularly pleased ? 

(Violet is silent,) 

He would answer, would he not, if he were wise and good, 
* My boy, though you had no father, you must not rob tills ' ? 
And nothing is ever done so as really to please our Great 
Father, unless wo would also have done it, though we had 
had no Father to know of it. 

Violet (after long jjause). But, then, what continual 
threatenings, and promises of reward there are ! 

L. And how vain both ! with the Jews, and with all of us. 
But the fact is, that the threat and promise are simply state- 
ments of the Divine law, and of its consequences. The fact 
is truly told you, — make what use you may of it : and as col- 
lateral waraing, or encouragement, or comfort, the knowledge 
of future consequences may often be helpful to us ; but 
helpful chiefly to the better state when we can act without 
reference to them. And there's no measuring the poisoned 
influence of that notion of futiure reward on the mind of 
Christian Europe, in the early ages. Half the monastic sys- 
tem rose out of that, acting on the occult pride and ambition 
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of good people (as the other half of it came of their follies 
and misfortunes). There is always a considerable quantity of 
pride, to begin with, in what is called ' giving one's self to 
God.' As if one had ever belonged to anybody else ! 

Dora. But, surely, great good has come out of the monastic 
system — our books, — our sciences — all saved by the monks? 

L. Saved from what, my dear ? From the abyss of misery 
and ruin which that false Christianity allowed the whole 
active world to live in. When it had become the principal 
amusement, and the most admired art, of Christian men, to 
cut one another's throats, and bum one another's towns ; of 
course the few feeble or reasonable persons left, who desired 
quiet, safety, and kind fellowship, got into cloisters ; and tlie 
gentlest, thoughtfullest, noblest men and women shut them- 
selves up, precisely where they could be of least usa They 
are very fine things, for us paintei^s, now, — the towers and 
white arches upon the tops of the rocks ; always in places 
where it takes a day's climbing to get at them ; but the 
intense tragi-comedy of the thing, when one thinks of it, is 
unspeakable. All the good people of the world getting 
themselves hung up out of the way of mischief, like Bailie 
Nicol Jarvie ;— poor little lambs, as it were, dangling there 
for the sign of the Golden Fleece ; or like Socrates in his 
basket in the * Clouds ' ! (I must read you that bit of 
Aristophanes again, by the way.) And believe me, children, 
I am no warped witness, as far as regards monasteries ; or if 
I am, it is in their favour. I have always had a strong lean- 
ing that way ; and have pensively shivered with Augustines 
at St Bernard ; and happily made hay with Franciscans at 
Fesol'j ; and sat silent with Carthusians in their little gardens, 
south of Florence ; and mourned through many a day-dream, 
at Melrose and Bolton. But the 'svonder is always to me, not 
how much, but how little, the monks have, on the whole, 
done, with all that leisure, and all that good-will ! What 
nonsense monks characteristically wrote ; — what little progress 
they made in the sciences to which they devoted themselves 
as a duty, — medicine especially ; — and, last and worst, what 
depths of degradation they can sometimes see one another, 



HOME YIRTUE8. 93 

and the population round them, sink into ; without either 
doubting their system, or reforming it I 

(Seeing questions rising to lips.) Hold your little tongues, 
children ; it's very late, and youll make me forget what IVe 
to say. Fancy yourselves in pews, for five minutes. There's 
one point of possible good in the conventual system, which 
is always attractive to young girls ; and the idea is a very 
dangerous one ; — the notion of a merit, or exalting ^irtue, 
consisting in a habit of meditation on the 'things above,* 
or things of the next world. Now it is quite true, that a 
person of beautiful mind, dwelling on whatever appears 
to them most desirable and lovely in a possible future 
will not only pass their time pleasantly, but will even ac- 
quire, at last, a vague and wildly gentle charm of manner 
and feature, which will give them an air of peculiar sanctity 
in the eyes of others. Whatever real or apparent good there 
may be in this result, I want you to observe, children, that 
we have no real authority for the reveries to which it is 
o>viug. We are told nothing distinctly of the heavenly 
world ; except that it will be free fi'om sorrow, and pure 
from sin. What is said of pearl gates, golden floors, and the 
like, is accepted as merely figurative by religious enthusiasts 
themselves ; and whatever they pass their time in conceiving, 
whether of the happiness of risen souls, of their intercourse, 
or of the appearance and employment of the heavenly 
powers, is entirely the product of their own imagination ; and 
as completely and distinctly a work of fiction, or romantic 
invention, as any novel of Sir Walter Scott's. That the 
romance is founded on religious theory or doctrine ; — that no 
disagreeable or "wicked persons are admitted into the story ; 
— and that the inventor fervently hopes that some jjortion of 
it may hereafter come true, does not in the least alter the 
real nature of the effort or enjoyment. 

Now, whatever indulgence may be granted to amiable 
people for pleasing themselves in this innocent way, it is 
beyond question, that to seclude themselves from the rough 
duties of life, merely to write religious romances, or, as in 
most cases, merely to dream them, without taking so much 
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ti'ouble as is implied in writing, ought not to be received as 
an act of heroic virtue. But^ observe, even in admitting 
thus much, I have assimied that the fancies are just and 
beautiful, though fictitious. Now, what right have any of 
us to assimie that oiu: own fancies will assuredly be either 
the one or the other? That they delight us, and appear 
lovely to us, is no real proof of its not being wasted time to 
form them : and we may surely be led somewhat to distrust 
our judgment of them by observing what ignoble imagina- 
tions have sometimes sufficiently, or even enthusiasticidly, 
occupied the hearts of others. Tlie principal source of the 
spirit of rehgious contemplation is the East ; now I have here 
in my hand a Byzantine image of Christy which, if you will 
look at it seriously, may, I think, at once and for ever render 
you cautious in the indulgence of a merely contemplative 
habit of mind. Observe, it is the fashion to look at such a 
thing only as a piece of barbarous art ; that is the smallest 
part of its interest What I want you to see, is the baseness 
and falseness of a religious state of enthusiasm, in which 
such a work could be dwelt upon with pious pleasure. That 
a figure, with two small round black beads for eyes ; a gilded 
face, deep cut into horrible wrinkles ; an open gash for a 
mouth, and a distoried skeleton for a body, wrapped about, 
to mtike it fine, with striped enamel of blue and gold ; — that 
such a figure, I say, should ever have been thought helpful 
towards the conception of a Redeeming Deity, may make 
you, I tliink, very doubtful, even of the Divine approval, — 
much more of the Divine inspiration, — of religious reverie in 
general You feel, doubtless, that your own idea of Christ 
would be something very different from this ; but in what 
does the diflference consist ? Not in any more divine author- 
ity in your imagination ; but in the intellectual work of six 
intervening centuries ; which, simply, by artistic discipline, 
has refined this crude conception for you, and filled you, 
partly with an innate sensation, partly with an acquired 
knowledge, of higher forms, — which render this B^'zantine 
crucifix as honible to you, as it was pleasing to its maker 
More is required to excite your fancy ; but your fancy is of 
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no more authority thau liis was : and a point of national art- 
skill is quite conceivable, in which the best we con do dow 
Tvill be as offensive to the religious dreamers of the more 
highly cultivated time, as this Byzantine crucifix is to you. 

Uabt. But surely, Angelico will always retain his power 
over everybody ? 

L. Yes, I should thinli, always ; as the gentle words of a 
child will ; lint you would be much aurpriaed, Mary, if you 
thoroughly took the pains to aoalyse, and had the perfect 
means of analysing, that power of Angelico, — to discover its 
real sources. Of course it is natural, at first, to attribute it 
to the pure reUgious fervour by which he was inspired ; but 
do yon suppose Angelico was reaUy the ouly mouk, in all the 
Christian world of the middle ages, who laboured, in art, with 
u sincere religious enthusiasm ? 

MiBT. No, certainly not. 

L. Anything more frightful, more destructive of all relig- 
ious fiuth whatever, than such a supposition, could not be. 
And yet, what other monk ever produced such work ? I have 
myself esaroined carefully upwards of two thousand illumin- 
ated missals, with especial view to the discovery of any evi- 
dence of a similar result upon the art, from the monkish 
devotion ; and utterly in vain. 

AIaiiv. But then, was not Fra Angelico a man of entirely 
separate and exalted genius ? 

L. Unquestionably; and granting him to be that, the pecul- 
iar phenomenon in his art is, to me, not its loveliness, but its 
weakness. The effect of 'inspiration,' had it been real, on a 
man of consummate genius, should have been, one would 
have thought, to make everything! that he did faultless and 
strong, no less thau lovely. But of all men, deserving to he 
called ' great,' Fra Angelico permits to himself the least par- 
donable faults, and the most palpable follies. There is evi- 
dently within him a sense of grace, and power of invention, 
as great as Gbiberti's : — we are in the Ijabit of attributing 
those high qualities to his rehgious enthusiasm ; hut, if they 
were produced by that enthusiasm in him, they ought to be 
produced by the some feehngs in others ; and we see they 
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are noi Whereas, comparing him with contemporary great 
artists, of equal grace and invention, one peculiar character 
remains notable in him — which, logically, we ought therefore 
to attribute to the religious fervour ; — and that distinctive 
character is, the contented indulgence of his own weaknesses, 
and perseverance in his own ignorances. 

Mary. But that's dreadful ! And what is the source of the 
peculiar charm which we all feel in his work ? 

L. There are many sources of it, Mary ; united and seem- 
ing Hke one. You would never feel that charm but in the 
work of an entirely ^ood man ; be sure of that ; but the 
goodness is only the recipient and modifying element, not the 
creative one. Consider carefully what dehghts you in any 
original picture of AngeHco's. You will find, for one minor 
thing, an exquisite variety and brightness of ornamental 
work. That is not Angelico's inspiration. It ia the final 
result of the labour and thought of millions of ariists, of all 
nations ; from the earUest Egyptian potters downwards — 
Greeks, Byzantines, Hindoos, Arabs, Gauls, and Northmen — 
all joining in the toil ; and consummating it in Florence, in 
that century, with such embroidery of robe and inlaying of 
armour as had never been seen till then ; nor, probably, ever 
will be seen more. AngeUco merely takes his share of this 
inheritance, and appUes it in the tenderest way to subjects 
which are peculiai'ly acceptant of it. But the in.spi ration, if 
it exist anywhere, flashes on the knight s shield quite as ra- 
diantly as on the monk's picture. Examining farther into 
llie sources of your emotion in the Aiigelico work, you will 
find much of the impression of sanctity dependent on a sin- 
gular repose and grace of gesture, consummating itself in the 
floating, flying, and above all, in the dancing groups. Thiit 
is not Angolico's inspiration. It is only a peculiarly tender 
use of systems of grouping which had been long before de- 
veloped by Giotto, Memmi, and Orcagna ; and the real root 
of it all is simply — "NVliat do you think, children ? The beau- 
tiful dancing of the Florentine maidens ! 

Dora {indifjnant again). Now, I wonder what next ! AMiy 
not say it all depended on Herodias' daughter, at once ? 
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L. Yes ; it is certainly a great argument against singing, 
that there were once sirens. 

DoBA. Well, it may be all very fine and philosophical, but 
shouldn't I just like to read you the end of the second volume 
of ' Modem Painters ' ! 

L. My dear, do you think any teacher could be worth your 
listening to, or anybody else's Hstening to, who had learned 
nothing, and altered his mind in nothing, from seven and 
twenty to seven and forty ? But that second volume is very 
good for you as far as it goes. It is a great advance, and a 
thoroughly straight and swift one, to be led, as it is the main 
business of that second volume to lead you, from Dutch cattle 
pieces, and ruffian-pieces, to Fra Angelico. And it is right 
for you also, as you gi'ow older, to be' strengthened in the 
general sense and judgment which may enable you to distin- 
guish the weaknesses from the virtues of what you love :' else 
you might come to love both ahke ; or even the weaknesses 
without the virtuea You might end by liking Overbeck and 
Cornelius as well as Angelico. However, I have perhaps been 
leaning a little too much to the merely practical side of 
things, in to-night's talk ; and you are always to remember, 
children, that I do not deny, though I cannot affirm, the 
spiritual advantages resulting, in certain cases, from enthusi- 
astic religous reverie, and from the other practices of saints 
and anchoritea The evidence respecting them has never yet 
been honestly collected, much less dispassionately examined : 
but assuredly, there is in that direction a probability, and 
more than a i)robability, of dangerous ciTor, while there is 
none whatever in the practice of an active, cheerful, and 
benevolent life. The hope of attaining a higher religious 
position, which induces us to encounter, for its exalted alterna- 
tive, the risk of imhealthy error, is often, as I said, founded 
more on pride than piety ; and those who, in modest useful- 
ness, have accepted what seemed to them here the lowHest 
place in the kingdom of their Father, are not, I beheve, the 
least Ukely to receive hereafter the command, then unmistaka- 
ble, * Friend, go up higher.* 
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Formal Lecture in Schoolroamt after eome pracHeal examinaUan qf 

minerals, 

L. We have seen enough, children, though very little of 
what might be seen if we had more time, of mineral struct- 
ures produced by visible opposition, or contest among ele- 
ments ; structures of which the variety, however great, need 
not surprise us : for we quarrel, ourselves, for many and 
sHght causes ; — much more, one should think, may crystals, 
who can only feel the antagonism, not argue about it. But 
there is a yet more singular mimicry of our human ways in the 
varieties of form which appear owing to no antagonistic force ; 
but merely to the variable humour and caprice of the crystals 
themselves : and I have asked you all to come into the school- 
room to-day, because, of course, this is a part of the crystal 
-mind which must be peculiarly interesting to a feminine 
audience. {Great symptoms of disapproval on the part of said 
audience.) Now, you need not pretend that it will not in- 
terest you ; why should it not ? It is true that we men are 
never capricious ; but that only makes us the more dull 
and disagi'eeable. You, who are crystalline in brightness, as 
well as in caprice, charm infinitely, by infinitude of change. 
{Audible murmurs of * Worse and worse ! * * As if we could be 
got over that way ! * d:c. The Lecturer, however, observing the 
expression of the features to be more complacent, proceeds.) 
And the most curious mimicry, if not of your changes of 
fashion, at least of your various modes (in healthy periods) of 
national costume, takes place among the ciystals of different 
countries. With a little experience, it is quite possible to 
Bay at a glimce, in what districts certain crystals have been 
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foimJ ; and oltliougb, if wo had knowledge extended and 
accurate enough, wo might oE course ascertain the htWB and 
cii-cmn stances which have ueceBsarily produced the form jw- 
cuhar to each locality, this would he just aa true of the 
fancies of the human mind. If wo could know the exact cir- 
cumstances which affeot it, we could foretell what now scema 
to us only caprice of thought, as well as what now seems to 
us only caprice of crystal : nay, bo far as our knowleilge 
reaches, it is on the whole easier to find some reason why the 
peasant girls of Berne should wear their caps in the shape of 
butterflies; and the peasant girls of Munich theirs iu the 
shape of shells, than to say why the rock-crystals of Dauphint'i 
should all have their summits of the shape of hp-pieccs of 
flageolets, while those of St. Gothard are symmetrical ; or 
why the fluor of Chamouni is rose -coloured, and in octalie- 
drons, while the liuor of Weordale is green, ami in cubes. 
Still farther removed is the hope, at present, of accounting 
for minor differences in modes of grouping and construction. 
Take, for instance, the caprices of this single mineral, quartz ; 
— Tariatious upon a single theme. It has many forms ; but 
see what it nill make out of tbis one, the sis-suled prism. 
For shortness' soke, I shall coll tha body of the prism its 
' column,' and the pyramid at the extremities its ' cap.' Now, 
here, tirst you have a straight column, as long and thin as a 
staJk of asparagus, with two little caps at the euds ; and here 
you have a short thick column, as soUJ aa a haystack, with 
two fat caps at the ends ; and here yon have two caps fastened 
together, and no column at all between them ! Then here is 
& crystal with its column fat in the middle, and tapering to a 
little cap ; and here is one stalked like a mushroom, %vitb a 
huge cap put on the top of a slender column ! Then here is 
a column built whoUy out of little caps, with a large smooth 
cap at the top. And here is a column built of columns and 
■caps ; the caps all truncated about half way to their points. 
And in both these last, the little crystals are set anyhow, and 
build the large one in a disorderly way ; but here is a crystal 
made of columns and truncated cops, set in regular temtces 
all the way up. 
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Mabt. But are not these, groups of crystals, rather than 
one crj^stal ? 

L. What do you mean by a group, and what by one 
crystal? 

Dora {audibly aside, to Mart, who is brought to pause). You 
know you are never expected to answer, Mary. 

L. I'm sure this is easy enough. What do you mean by a 
group of people ? 

Mary. Three or four together, or a good many together, 
like the caps in these crystals. 

L. But when a great many persons get together they don't 
take the shape of one person ? 

(Mart stiU at pause.) 

Isabel. No, because they can't ; but, you know the crystals 
can ; so why shouldn't they ? 

L. Well, they don't ; that is to say, they don't always, nor 
even often. Look here, Isabel 

Isabel. What a nasty ugly thing I 

L. I'm glad you think it so ugly. Yet it is made of beau- 
tiful ciystals ; they are a little grey and cold in colour, but 
most of them are clear. 

Isabel. But they're in such horrid, honid disorder ! 

L. Yes ; all disorder is honid, when it is among things 
that are naturally orderly. Some Utile gul's rooms are natu- 
rally disorderly, 1 suppose ; or I don't know how they could 
live in them, if they cry out so when they only see quartz 
crystiils in confusion. 

Isabel. Oh ! but how come they to be like that? 

L. You may well ask. And yet you will always hear peo- 
ple tulking as if they thought order more wonderful than dis- 
order ! It is wonderful — as we have seen ; but to me, as to 
you, child, the supremely wonderful thing is that natm-e 
should ever be ruinous or wasteful, or deathful ! I look at 
this wild piece of crj^stallisation with endless astonishment 

Mary. Where does it come from ? 

L. The T(/te Noire of Chamonix. What makes it more 
strange is that it should be in a vein of ^e quai'tz rocL If it 
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were in a mouldering rock, it would be natural enough ; but 
in the midst of so fine substance, here are the crystals tossed 
in a heap ; some large, myriads small (almost as small as 
dust), tumbUng over each other like a terrified crowd, and 
glued together by the sides, and edges, and backs, and heads ; 
some warped, and some pushed out and in, and all spoiled^ 
and each spoiUng the rest. 

Mart. And how flat they all are ! 

L. Yes ; that's the fashion at the Tcte Noire. 

Mart. But surely this is ruin, not caprice ? 

L. I believe it is in great part misfortune ; and we will ex- 
amine these cr^'stal troubles in next lecture. But if you want 
to see the gracefullest and happiest caprices of which dust is 
capable, you must go to the Hartz ; not that I ever mean to 
go there myself, for I want to retain the romantic feeling 
about the name ; and I have done myself some harm already 
by seeing the monotonous and heavy fonn of the Brocken 
from the suburbs of Brunswick. But whether the mountains 
be picturesque or not, the tricks which the goblins (as I am 
told) teach the crystals in them, are incomparably pretty. 
They work chiefly on the mind of a docile, bluish coloured, 
carbonate of lime ; which comes out of a grey hmestone. 
The goblins take the gi'eatest possible care of its education, 
and see tliat nothing happens to it to hurt its temper ; and 
when it may be supposed to have arrived at the crisis which 
is, to a well brought up mineral, what presentation at court is 
to a young lady — after which it is expected to set fashions — 
there's no end to its pretty ways of behaving. Fii-st it will 
make itself into pointed darts as fine as hoar-frost ; here, it 
is changed into a white fur as fine as silk ; here into little 
crowns and circlets, as bright as silver ; as if for the gnome 
prm cesses to wear; here it is in beautiful Httle plates, for 
them to eat off; presently it is in towers which they might be 
iini)risoned in ; presently in caves and cells, where they may 
make nun-gnomes of themselves, and no gnome ever hear of 
tliem more ; here is some of it in sheaves, like com ; here, some 
iu drifts, Uke snow ; here, some in rays, like stars : and, though 
these are, aU of them, necessarily, shapes that the mineral 
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takes in other places, they are all taken here ^dth sach a grace 
that you recognise the high caste and breeding of the crystals 
wherever you meet them ; and know at once they are Hartz- 
bom. 

Of course, such fine things as these are only done by crys- 
tals which are perfectly good, and good-humoured ; and of 
course, also, there are ill-humoured crystals who torment each 
other, and annoy quieter crystals, yet without coming to any- 
thing like serious war. Here (for once) is some ill-disposed 
quartz, tormenting a peaceable octahedron of fluor, in mere 
caprice. I looked at it the other eight so long, and so won- 
deringly, just before putting my candle out, that I fell into 
another strange dream. But you don't care about dreams. 

Dora. No ; we didn't, yesterday ; but you know we are 
made up of caprice ; so we do, to-day : and you must tell it 
us directly. 

L. Well, you see, Neith and her work were still much in 
my mind ; and then, I had been looking over these Hartz 
things for you, and thinking of the sort of grotesque sympa- 
thy there seemed to be in them with the beautiful fringe and 
pinnacle work of Northern architecture. So, when I fell 
asleep, I thought I saw Neith and St. Barbara talking 
together. 

DoR.\. But what had St. Barbara to do with it ? * 

L. My dear, I am quite sure Si Barbara is the patroness 
of good architects : not St. Tliomas, whatever the old build- 
ers thought. It might be very fine, according to the monks' 
notions, in Si Thomas, to give all his employer's money away 
to the poor : but breaches of contract are bad foundations ; 
and I believe, it was not he, but St. Barbara, who overlooked 
the work in all the buildings you and I care aboui However 
that may be, it was certainly she whom I saw in my dream 
with Neith. Neith was sitting weavmg, and I thought she 
looked sad, and threw her shuttle slowly ; and St. Barbara was 
standing at her side, in a stiff little gown, all ins and outs, and 
angles ; but so bright with embroidery that it dazzled me when- 
ever she moved ; the train of it was just like a heap of broken 

♦ Note V. 
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jewels, it was so siifi^ and full of comers, and so many-coloured, 
and bright. Her hair fell over her shoulders in long, delicate 
waves, from under a little three pinnacled crown, like a tower. 
She was asking Neith about the laws of architecture in Egypt 
and Greece ; and when Neith told her the measures of the 
pyramids, St Barbara said she thought they would have been 
better three-cornered : and when Neith told her the measures 
of the Parthenon, St Barbara said she thought it ought to 
have had two transepts. But she was pleased when Neith 
told her of the temple of the dew, and of the Cai-yan maidens 
bearing its frieze : and then she thought that perhaps Neith 
would like to hear what sort of temples she was building her- 
self, in the French valleys, and on the crags of the Bhine. 
So she began gossiping, just as one of you might to an old 
lady : and certainly she talked in the sweetest way in the world 
to Neith ; and explained to her all about crockets and pin- 
nacles : and Neith sat, looking very grave ; and always graver 
as St Barbara went on ; till at last, Fm sorry to say, St Bar- 
bara lost her temper a little. 

May {very grave herself). * St Barbara ?' 

L. Yes, IVIay. Why shouldn't she ? It was very tiresome 
of Neith to sit looking like that 

iViAY. But, then, St Barbara was a saint ! 

L. ^Miat'sthat, May? 

May. a saint ! A saint is — I am sure you know ! 

L. If I did, it would not make me sure that vou knew too, 
Mav : but I don't 

Violet {expressing the incredulity of the audience). Oh, — sir ! 

L. That is to say, I know that people are called saints who 
are supposed to be better than others : but I don't know how 
much better they must be, in order to be saints ; nor how 
nearly anybody may be a saint, and yet not be quite one ; nor 
w^hether everj'body who is called a saint was one ; nor whether 
everybody who isn't called a saint, isn't one. 

{General silence ; the audience feeling themselves on the 
verge of the Infinities — and a little shocked — and much 
puzzled by so many questions at once.) 
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L, Besides, did you neyer hear that Terse about being ' called 
to be saints ' ? 

]VIay {repeals Bom. L 7.) 

L. Quite right, May. Well, then, who are called to be that? 
People in Rome only ? 

BIay. Everybody, I suppose, whom Gk)d loTea 

L. "What ! little girls as well as other people ? 

May. All grown-up people, I mean. 

L. Why not little girls ? Are they wickeder when they are 
Httle? 

May. Ob, I hope not 

L. Why not little girls, then ? 

{Pause,) 

Lily. Because, you know, we can't be worth anything if 
we're ever so good ; — I mean, if we try to be ever so good ; 
and we can't do difficult things — like sainta 

L. I am afraid, my dear, that old people are not more able 
or willing for their difficulties than you children are for yourg. 
All I can say is, that if ever I see any of you, when you are 
seven or eight and twenty, knitting your brows over any work 
you want to do or to understand, as I saw you, Lily, knitting 
your brows over your slate this morning, I should think you 
very noble women. But — to come back to my dream— St. 
Barbara did lose her temper a little ; and I was not surprised. 
For you can't think how provoking Ncith looked, sitting there 
just like a statue of sandstone ; only going on weaving, like a 
machine ; and never quickening the cast of her shuttle ; w^bile 
St. Barbara was telling her so eagerly all about the most beau- 
tiful things, and chattering away, as fast as bells ring on Christ- 
mas Eve, till she saw that Neith didn't care ; and then St. 
Barbara got as red as a rose, and stopped, just in time ; — or 
I think she would really have said something naughty. 

Isabel. Oh, please, but didn't Neith say anything then? 

L. Yes. She said, quite quietly, *It may be very pretty, 
my love ; but it is all nonsense.' 

Isabel. Oh dear, oh dear ; and then ? 

L. Well ; then I was a little angry myself, and hoped Si 
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Barbara would be quite angry ; but she wasn't. Slie bit her 
lips first; and then gave a great sigh — such a wild, sweet 
sigh — and then she knelt down and hid her face on Neith s 
knees. Then Neith smiled a little, and was moved. 

Isabel. Oh, I am so glad I 

L. And she touched Si Barbara's forehead ^^•ith a flower 
of white lotus ; and St. Barbara sobbed once or twice, and 
then said : ' If you only could see how beautiful it is, and how 
much it makes people feel what is good and lovely ; and 
if you could only hear the children singing in the Lady chap- 
els ! ' And Neith smiled, — but still sadly, — and said, * How 
do you know what I have seen, or heard, my love ? Do you 
think all those vaults and towers of yours have been built 
without me? There was not a pillar in your Giotto's Santa 
Miiria del Fiore which I did not set true by my spearshaft as 
it rose. But this pinnacle and flame work which has set your 
little heart on fire, is all vanity ; and you will see what it will 
come to, and that soon ; and none will grieve for it more 
than L And then every one will disbelieve your pretty 
symbols and types. Men must be spoken simply to, my 
dear, if you would guide them kindly, and long.* But Si 
Barbara answered, that, * Indeed she thought evciy one liked 
her work,' and that * the people of different towns wore as 
eager about their cathedral towers as about their privileges 
or their markets ; * and then she asked Neith to come and 
build something with her, wall against tower ; and * see 
whether the people will be as much pleased with your build- 
ing as with mine.' But Neith answered, *I will not contend 
with you, my dear. I strive not with those who love nie ; 
and for those who hate me, it is not well to strive with mo, 
as weaver Arachne knows. And remember, child, that noth- 
ing is ever done beautifully, which is done in rivalship ; nor 
nobly, wliich is done in pride.' 

Then St. Barbara hung her head quite do\Mi, and said she 
was verv sorrv she had been so foolish ; and kissod Noith ; 
and stood thinking a minute : and then her oyes got bright 
again, and she said, she would go directly and build a chapel 
with five windows in it ; four for the four cai*diual \iitues. 
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and one for humility, in the middle, bigger than the rest. 
And Neith very nearly laughed quite out, I thought ; cer- 
tainly her beautiful lips lost all their sternness for an instant ; 
then she said, ' Well, love, build it, but do not put so many 
colours into your windows as you usually do ; else no one 
will be able to see to read, inside : and when it is built, let 
a poor village priest consecrate it, and not an archbishop.' 
St Barbara started a Httle, I thought, and turned as if to say 
something ; but changed her mind, and gathered up her 
train, and went out. And Neith bent herself again to her 
loom, in which she was weaving a web of strange dark col- 
ours, I thought ; but perhaps it was only after the gUttering 
of St Barbara's embroidered train : and I tried to make out 
the figures in Neith's web, and confused myself among them, 
as one always does in dreams ; and then the dream changed 
altogether, and I found myself, all at once, among a crowd of 
little Gothic and Egj^ptian spirits, who were quarrelling : at 
least the Gt)thic ones were trjing to quarrel ; for the Egyp- 
tian ones only sat with their hands on their knees, and their 
aprons sticking out very stiffly ; and stared. And after a 
while I began to understand what the matter was. It seemed 
that some of the troublesome biiilding imps, who meddle and 
make continually, even in the best Gk>thic work, had been 
listening to St Bai'bara s talk with Neith ; and had made up 
their minds that Neith had no workpeople who could build 
against them. They were but dull imps, as you may fancy 
by their thinking that ; and never had done much, except 
disturbing the great Gothic building angels at their work, 
and playing tricks to each other ; indeed, of late they had 
been living years and years, Uke bats, up under the cornices 
of Strasbourg and Cologne cathedrals, with nothing to do 
but to make mouths at the people below. However, they 
thought they knew everj^thing about tower building ; and 
those who had heard what Neith said, told the rest ; and 
they all flew down directly, chattering in German, Uke jack- 
daws, to show Neith's people what they could do. And they 
had found some of Neith's old v/orkpeople somewhere neai- 
Sais, sitting in the sun, mth then- hands on their knees ; and 
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abused them heartily : and Neith's people did not mind at 
first, but, aft«r a while, they seemed to get tired of the noise ; 
nad one or two rose up slowly, and hiid hold of their measur- 
ing rods, and said, 'If St Barbara's people liked to build 
irith them, tower against pyramid, they would show them 
how to lay stones." Then the little Gothic spirits threw a 
great many double somersaults tor joy ; and put the tips of 
Uieir tongues out slily to each other, on one aide ; and I heard 
the Egyptians say, ' they must be some new kind of frog — 
they didn't think there was much building in them.' How- 
ever, the stiff old workers took their rods, as I said, and 
measured out a square space of eaml ; but as soon as tlie 
German spirits saw that, they declared they wante<l exactly 
that bit of ground to build on, themselves. Then the i^yp- 
tian builders offered to go farther of^ and the Germans ones 
said, ' -J.T wohL' But as soon as the Egyptians had measured 
out another square, the little Gennans said they must have 
some of that too. Then Keith's people laughed ; and said, 
' they might take as much as they liked, but they woidd not 
move the plan of their pjTamid again.' Then the little Ger- 
mans took three pieces, and began to build three spires 
directly ; one large, and two little. And when the Egyptiims 
saw they had fairly begun, they laid their foundation all 
round, of large sijuare stones : and began to build, so steadily 
that they had like to have swallowed up the three little Ger- 
man spires. So when the Gothic spirits saw that, they built 
their spirea leaning, like the tower of Pisa, that they might 
stick out at the side of the pyramid. And Neith's people 
stared at them ; and thought it very clever, but very wrong ; 
and on they went, in their own way, and said nothing. Then 
the little Gothic spirits were terribly provoked because they 
could not spoil the shape of the pyramid ; and they sat dowii 
all along the ledges of it to make faces ; but that did no good. 
Then they ran to the comers, and put their elbows on their 
knees, and stuck themselves out as far as they could, and 
made niore faces : but that did no good, neither, Then they 
looked up to the sky, and opened their moulhs wide, and 
gobbled, and said it was too hot for work, and wondered 
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when it would rain ; but that did no good, neither. And all 
the while the Egyptian spirits were laying step above step, 
patiently. But when the Gothic ones looked, and saw how 
high they had got, they said, ' Ach, Himmel ! ' and flew down 
in a great black cluster to the bottom ; and swept out a level 
spot in the sand with their wings, in no time, and began 
building a tower straight up, as fast as they could. And 
the Egyptians stood still again to stare at them ; for the 
Gk)thic spirits had got quite into a passion, and were really 
working very wonderfully. They cut the sandstone into 
strips as fine as reeds ; and put one reed on the top of another, 
so that you could not see where they fitted : and they twisted 
them in and out like basket work, and knotted them into 
likenesses of ugly faces, and of strange beasts biting each 
other ; and up they went, and up still, and they made spiral 
staircases at the comers, for the loaded workers to come up by 
(for I saw they were but weak imps, and could not fly with 
stones on their backs), and then they made traceried galleries 
for them to run round by ; and so up again ; with finer and finer 
work, till the Egyptians wondered whether they meant the 
thing for a tower or a pillar : and I heard them saying to one 
another, ' It was nearly as pretty as lotus stalks ; and if it 
were not for the ugly faces, there would be a fine temple, if 
they were going to build it all with pillars as big as that ! ' 
But in a minute afterwards, — just as the Gk)thic spirits had 
carried their work as high as the upper course, but three or 
four, of the pyramid — the Egyptians called out to them to 
* mind what they were about, for the sand was running away 
from under one of their tower comers.* But it was too late 
to mind what they were about ; for, in another instant, the 
whole tower sloped aside ; and the Gothic imps rose out of 
it like a flight of puffins, in a single cloud ; but screaming 
worse than any puffins you ever heard : and down came the 
tower, all in a piece, like a falling poplar, with its head right 
on the flank of the pyramid ; against which it snapped short 
ofiF. And of course that waked me ! 

Mary. What a shame of you to have such a dream, after all 
you have told us about Gothic architecture 1 
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L. If you have understood anything I ever told you about 
it, you know that no architecture was ever corrupted more 
miserably ; or aboHshed more justly by the accomplishment 
of its own follies. Besides, even in its days of power, it was 
subject to catastrophes of this kind. I have stood too often, 
mourning, by the grand fragment of the apse of Beauvais, not 
to have that fact well burnt into me. Still, you must have 
seen, surely, that these imps were of the Flamboyant school ; 
or, at least, of the German schools correspondent with it in 
extravagance. 

Mabt. But, then, where is the crystal about which you 
dreamed all this ? 

L. Here ; but I suppose little Pthah has touched it again, 
for it is very small But, you see, here is the pyramid, built 
of great square stones of fluor spar, straight up ; and here are 
the three Uttle pinnacles of mischievous quartz, which have 
set themselves, at the same timo, on the same foimdation ; 
only they lean hke the tower of Pisa, and come out obliquely 
at the side : and here is one great spire of quartz which seems 
as if it had been meant to stand straight up, a httle way off ; 
and then had fallen down against the pyramid base, breaking 
its pinnacle away. In reality, it has crystalUsed horizontally, 
and terminated imperfectly : but, then, by what caprice does 
one ci-ystal form hoiizontally, when all the rest stand upright ? 
But this is nothing to the phantasies of fluor, and quartz, and 
some other such companions, when they get leave to do any- 
thing they like. I could show you fifty specimens, about 
every one of which you might fancy a new fairy tale. Not 
that, in truth, any crystals get leave to do quite what they 
like ; and many of them are sadly tried, and have little time 
for caprices— poor things ! 

Maby. I thought they always looked as if they were either 
in play or in mischief ! Wliat trials have they ? 

L. Trials much Hke our own. Sickness, and starvation ; 
fevers, and agues, and palsy ; oppression ; and old age, and 
the necessity of passing away in their time, like all else. If 
there's any pity in you, you must como to-morrow, and take 
some part in these crystal griefs. 
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Dora. I am sure we shall cry till our eyes are red. 

K Ah, you may laugh, Dora : but Tve been made grave, 
not once, nor twice, to see that even crystals ' cannot choose 
but be old * at last It may be but a shallow proverb of the 
Justice's ; but it is a shrewdly wide one. 

Dora {pensive, for once), I suppose it is very dreadful to 
be old ! But then {brightening again), what should we do 
without our dear old friends, and our nice old lecturers ? 

L. If all nice old lecturers were minded as little as one I 
know of 

Dora. And if they all meant as little what they say, would 
they not deserve it? But we'll come — well come, and cry. 



LECTURE IX. 

CRYSTAL SORROWS. 
Working Lecture in Schoolroom, 

L. We have been hitherto talking, children, as if crystals 
might live, and play, and quarrel, and behave ill or well, 
according to their characters, without interruption from any- 
thing else. But so far from this being so, nearly all crystals, 
whatever their characters, have to hve a hard life of it, and 
meet with many misfortimea If we could see far enough, 
we should find, indeed, that, at the root, all their vices were 
misfortunes : but to-day I want you to see what sort of 
troubles the best crystals have to go through, occasionally, 
by no fault of their own. 

This black thing, which is on6 of the prettiest of the very 
few pretty black things in the world, is called * Tourmaline.* 
It may be transparent, and green, or red, as well as black ; 
and then no stone can be prettier (only, all the light that 
gets into it, I believe, comes out a good deal the worse ; and 
is not itself again for a long while). But this is the com- 
monest state of it, — opaque, and as black as jet 

Mary. What does * TourmaHne ' mean ? 

L. They say it is Ceylanese, and I don't know Ceylanese ; 
but we may always be thankful for a graceful word, whatever 
it means. 

Mary. And what is it made of? 

L. A little of everything ; there's always flint, and clay, and 
magnesia in it ; and the black is iron, according to its fancy ; 
and there's boracic acid, if you know what that is ; and if 
you don't, I cannot tell you to-day ; and it doesn't signify : 
and there's potasli, and soda ; and, on the whole, the chem- 
istry of it is more like a mediaeval doctor's prescription, than 
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the making of a respectable mineral : but it may, perhaps, be 
owing to the strange complexity of its make, that it has a 
notable habit which makes it, to me, one of the most inter- 
esting of minerals. You see these two ciystals are broken 
right across, in many places, just as if they had been shafts 
of black marble fallen from a ruinous temple ; and here they 
He, imbedded in white quartz, fragment succeeding fragment, 
keeping the line of the original crystal, while the quai'tz fills 
up the intervening spaces. Now tourmaline has a trick of 
doing this, more than any other mineral I know : here is 
another bit which I picked up on the glacier of Macugnaga ; 
it is broken, like a pillar built of very flat broad stones, into 
about thirty joints, and all these are heaved and warped away 
from each other sideways, almost into a line of steps ; and 
then all is filled up with quartz paste. And here, lastly, is a 
green Indian piece, in which the pillar is first disjointed, and 
then wTung round into the shape of an S. 

Mary. How can this have been done ? 

L. There are a thousand ways in which it may have been 
done ; the difficulty is not to account for the doing of it ; but 
for the showing of it in some crystals, and not in others. You 
never by any chance get a quartz crystal broken or twisted in 
this way. If it break or twist at all, w hich it does sometimes, 
like the spire of Dijon, it is by its own will or fault ; it never 
seems to have been passively crushed. But, for the forces 
which cause this passive ruin of the tounnaliue, — here is a 
stone which wiJl show you multitudes of them in openition 
at once. It is known as *brecciated agate,' beautiful, as 3*ou 
see ; and highly valued as a pebble : yet, so far as I can read 
or hear, no one has ever looked at it with tlie least attention. 
At the first glance, you see it is made of very fine red striped 
agates, which have been broken into small pieces, and fast- 
ened together again by paste, also of agate. There would be 
nothing wonderful in this, if this were all. It is well known 
that by the movements of strata, poiiions of rock are often 
shattered to pieces : — well known also that agate is a deposit 
of flint by water under certain conditions of heat and press- 
ure : there is, therefore, nothing wonderful in an agate's 
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being broken ; and nothing wonderful in its being mended 
with the solution out of which it was itself originally con- 
gealed. And with this explanation, most people, looking at 
a brecciated agate, or brecciated anything, seem to be satis- 
fied. I was so myself, for twenty years ; but, lately happening 
to stay for some time at the Swiss Baden, where the beach of 
the Limmat is almost wholly composed of brecciated lime- 
stones, I began to examine them thoughtfully ; and perceived, 
in the end, that they were, one and all, knots of as rich mysterj' 
as any poor little human brain was ever lost in. That piece of 
agate in your hand, Mary, will show you many of the common 
phenomena of breccias ; but you need not knit your brows 
over it in that way ; depend upon it, neither you nor I shall 
ever know anything about the way it was made, as long as we 
live. 

Dora. That does not seem much to depend upon. 

L. Pardon me, puss. When once we gain some real notion 
of the extent and the unconquerableness of our ignorance, 
it is a very broad and restful thing to depend upon : you 
can throw yourself upon it at ease, as on a cloud, to feast 
with the gods. You do not thenceforward trouble youi-self, 
— nor any one else, — with theories, or the contradiction of 
theories ; you neither get headache nor heartburning ; and 
you never more waste your poor little store of strength, or 
allowance of time. 

However, there are certain facts, about this agate-making, 
which I can tell you; and then you may look at it in a 
pleasant wonder as long as you like ; pleasant wonder is no 
loss of time. 

First, then, it is not broken freely by a blow ; it is slowly 
wrung, or ground, to pieces. You can only with extreme 
dimness conceive the force exerted on moimtains in transi- 
tional states of movement. You have all read a little geol- 
ogy ; and you know how coolly geologists talk of moimtains 
being raised or depressed. They talk coolly of it, because 
they are accustomed to the fact ; but the very universality of 
the fact prevents us from ever conceiving distinctly the con- 
ditions of force involved. You know I was living last year 
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in Savoy ; my house was on the back of a sloping mountain, 
which rose gradually for two miles, behind it ; and then fell 
at once in a great precipice towards Geneva, going down three 
thousand feet in four or five cliffs, or steps. Now that whole 
group of cliflfe had simply been torn away by sheer strength 
from the rocks below, as if the whole mass had been as soft 
as biscuit Put four or five captains' biscuits on the floor, on 
the top of one another ; and try to break them all in half, not 
by. bending, but by holding one half down, and tearing the 
other halves straight up ; — of course you will not be able to do 
it, but you will feel and comi)rehend the sort of force needed. 
Then, fancy each captains* biscuit a bed of -rock, six or 
seven hundred feet thick ; and the whole mass torn straight 
through ; and one half heaved up three thousand feet, grind- 
ing against the other as it rose, — and you will have some idea 
of the making of the Mont Saleve. 

May. But it must crush the rocks all to dust ! 

L. No ; for there is no room for dust. The pressure is too 
great ; probably the heat developed also so great that the 
rock is made jjartly ductile ; but the w^orst of it is, that we 
never can see these parts of mountains in the state they were 
left in at the time of their elevation ; for it is precisely in 
these rents and dislocations that the ciystalline power prin- 
cipally exerts itself. It is essentially a styptic power, and 
wherever the etu-th is torn, it heals and binds ; nay, the tort- 
ure and giieving of the earth seem necessaiy to bring out 
its full energy ; for you only find the crystalUne liWng power 
fully in action, where the rents and faults are deep and many. 

DoR.v. If you please, sir, — would you tell us — what are 
' faults ' ? 

L. You never heard of such things ? 

Dora. Never in all our hves. 

L. When a vein of rock which is going on smoothly, is in- 
terrui)ted by another troublesome little vein, which stops it, 
and puts it out, so that it has to begin again in another place 
— that is called a fault /alwavs think it ouffht to be called 
the fault of the vein that interrupts it ; but the miners always 
call it the fault of the vein that is inten'U})ted, 
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Doha. So it is, if it does oot begin again wliere it left off 

L. Well, that is certainly the gist of the busineBs r but, 
whatever good-natureil old lectui-ers may do, the rocks have a 
bad habit, when they are once interrupted, of never asking 
' Where was 1 1 ' 

DoKA. When the two halves of the diuiug table came sepa- 
rate, yeatertlny, was that a ' fault ' ? 

L. Yes ; but not the table's. However, it is not a bad illus- 
tration, Dora. When beds of rock are only interrupted by a 
fissure, but remain at the same level, like the two halves of the 
table, it is not called n fault, but only a fissure ; but if one half 
of the table be either tilted higher than the other, or pushed 
to the side, so that the two parts will not fit, it is a fault 
You had bett«r read the chapter on faults in Jukes's Geology ; 
then you will know all about it. And this rent that I am tell- 
ing you of in the Saleve, is one only of myriads, to which are 
owing the forms of the Alps, as, I believe, of all great moun- 
tain chains. Wherever you see a precipice on any scale of 
real magnificence, you will nearly always find it owing to some 
dislocation of this kind ; but the point of chief wonder to me, 
is the delicacy of the touch by which these gigantic rents have 
been apparently accomplished. Note, however, that we have 
no clear evidence, hitherto, of the time taken to produce any 
o( them. We know that a change of temperature alters the po- 
sition and the augles of the atoms of cr^-stats, and also the 
entire bulk of rocks. We know that in all volcanic, and the 
greater part of all subterranean, action, temperatures ai'e con- 
tinually changing, and therefore masses of rock must be ex- 
panding or contracting, with infinite slowness, but with in- 
finite force. This pressure must result in mechanical strain 
somewhere, both in their own Bubatance, and in that of the 
rocks surrounding them ; and we can form no conception of 
the result of iiTCsistible pressure, apphed so as to rend and 
raise, with imperceptible slowness of gradation, masses 
thousands of feet in thickness. We want some experiments 
tried on masses of iron and stone ; and we can't get them 
tried, because Christian creatures never will seriously and 
sufficiently spend money, except to find out the shortest ways 
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of killing each other. But, besides this slow kind of press- 
ure, there is evidence of more or less sudden violence, on the 
same terrific scale ; and, through it all, the wonder, as I said, 
is always to me the delicacy of touch. I cut a block of the 
Salt've Hmestone from the edge of one of the principal faults 
which have formed the precipice ; it is a lovely compact lime- 
stone, and the fault itself is filled up with a red breccia, 
formed of the crushed fragments of the torn rock, cemented 
by a rich red crystalline paste. I have had the piece I cut 
from it smoothed, and poHshed across the junction ; here it 
is ; and you may now pass your soft Uttle fingers over the 
surface, without so much as feeling the place where a rock 
wliich all the hills of England might have been sunk in the 
body of, and not a summit seen, was torn asunder through 
that whole thickness, as a thin dress is torn when you tread 
upon it. 

{T1\e audience examine the stone, and touch it timidly ; hut 
the matter remains inconceivable to them,) 

Mary (struck by the beauty of the stone). But this is almost 
marble ? 

L. It is quite marble. And another singular point in the 
busineas, to my mind, is that these stones, whicli men have 
been cutting into slabs, for thousands of years, to ornament 
their j)rincip{d buildings with, — and which, under the general 
name of * marble,' have been the delight of the eyes, and the 
wealth of architecture, among all civilised nations, — are pre- 
cisely those on which the signs and brands of these earth- 
agonies have been chiefly struck ; and there is not a purple 
vein nor flaming zone in them, which is not the record of 
their ancient torture. What a boimdless capacity for sleep, 
and for serene stupidity, there is in the human mind ! Fancy 
reflective beings, who cut and polish stones for three thousand 
years, for the sake of the pretty sbiins ujjon them ; and edu- 
cate themselves to an art at last (such as it is), of imitating 
these veins by dexterous painting ; and never a curious soul 
of them, all that while, asks, * AVhat painted the rocks ? ' 

(27ie audience look dejected, and ashamed of themselves,) 
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The fEust is, we are all, and always, asleep, through our 
lives ; and it is only by pinching ourselves very hard that we 
«ver come to see, or understand, anything. At least, it is not 
always we who pinch ourselves ; sometimes other people 
pinch us ; which I suppose is very good of them, — or other 
tilings, which I suppose is very proper of them. But it is a 
sad life ; made up chiefly of naps and pinches. 

{Some of the audience, on this, appearing to think that the 
others require pinching, the Lecturer changes the subject,) 

Now, however, for once, look at a piece of marble care- 
fully, and think about it You see this is one side of the 
feult ; the other side is down or up, nobody knows where ; 
but, on this side, you can trace the evidence of the dragging 
and tearing action. All along the edge of this mai*ble, the 
ends of the fibres of the rock are torn, here an inch, and there 
half an inch, away from each other ; and you see the exact 
places where they fitted, before they were toni separate ; and 
jou see the rents are now all filled up with the sanguine paste, 
full of the broken pieces of the rock ; the paste itself seems 
to have been half melted, and partly to have also melted the 
edge of the fragments it contains, and then to have crj'stal- 
liscd with them, and round them. And the brecciatcd agate 
I first showed you contains exactly the same phenomena ; 
a zoned crystallisation going on amidst the cemented frag- 
ments, partly altering the structure of those fragments them- 
selves, and subject to continual change, either in the intensity 
of its o\vi\ power, or in the nature of the materials submitted 
to it ; — so tlLit, at one time, gi'avity acts upon them, and dis- 
poses them in horizontal layers, or causes them to droop in 
stalactites ; and at another, gravity is entirely defied, and 
the substances in solution are crystallised in bands of equal 
thickness on every side of the cell. It would requu'C a course 
of lectures longer than these (I have a great mind, — you have 
behaved so saucily — to stay and give them) to describe to 
you the phenomena of this kind, in agates and chalcedonies 
only ; — nay, there is a single sarcophagus in the British Mu- 
seum, covered with grand sculpture of the 18th dynasty. 
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which contains in the magnificent breccia (agates and jaspers 
imbedded in porphyry), out of which it is hewn, material for 
the thought of years ; and record of the earth-sorrow of ages 
in comparison with the duration of which, the Egyptian let- 
ters tell us but the history of the evening and morning of a 
day. 

Agates, I think, of all stones, confess most of their past 
history ; but all crystaUisation goes on under, and partly 
records, circumstances of this kind — circumstances of infinite 
variety, but always involving difficulty, interruption, and 
change of condition at different timea Observe, firet, j^ou 
have the whole mass of the rock in motion, either contracting 
itself, and so gradually widening the ci*acks ; or being com- 
pressed, and thereby closing them, and crushing their edges ; 
— and, if one part of its substance be softer, at the given tem- 
perature, than another, probably squeezing that softer sub- 
stance out into the veins. Then the veins themselves, when 
the rock leaves them open by its contraction, act with various 
power of suction upon its substance ; — by capillary attraction 
when they are fine, — by that of pure vacuity when they are 
lai'ger, or by changes in the constitution and condensation of 
the mixed gases with which they have been originally filled. 
Those gases themselves may be supplied in all vanation of 
volume and power from below ; or, slowly, by the decompo- 
sition of the rocks themselves ; and, at changing tempei-atures, 
must exert relatively changing forces of decomposition and 
combination on the walls of the veins they till ; while water, 
at evci-y dcgi'ce of heat and pressure (from beds of everlasting 
ice, alternate with cliffs of native rock, to volumes of red hot, 
or white hot, steam), congeals, and drips, and throbs, and 
thrills, from crag to crag ; and breathes from pulse to j^ulse 
of foaming or fiery arteries, whose beating is felt through 
chains of the great islands of the Indian seas, as your own 
pulses lift your bracelets, and makes whole kingdoms of the 
world quiver in deadly earthquake, as if they were light as 
aspen loaves. And, remember, the poor little crystjds have to 
live their lives, and mind their o\nti affairs, in the midst of all 
this, as best they may. They are wonderfully Uke human 
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creatures, — forget all that is going on if tliey don't see it, Low- 
ever dreadful ; and never tbink what is to happen to-morrow. 
They are apiteful or loving, and indolent or painstaking, and 
orderly or licentious, with no tliought whatever of the lava or 
the flood which may break over them any day ; and evaporate 
them into air-bubhles, or wash them into a solution of salts. 
And you may look at them, once understanding the surround- 
ing conditiona of their fate, with an endless interest. You 
will Bee crowds of unfortunate little crystals, who have been 
forced to constitute themselves in a hurry, their dissolving 
element being fiercely scorched awuy ; you will see them doing 
their best, bright and numberless, but tiny. Then you will 
find indulged crj'stals, who have had centuries to form them- 
selveB in, and have changed their mind and ways continually ; 
and have been tired, and taken heart again ; and have been 
sick, and got well again ; and thought they would try a cUITer- 
eiit iliet, aud then thought better of it ; and made but a poor 
use of their advantages, after all. And others you will see, 
who have begun life as wicked crystals ; and then have been 
impressed by alanuing circumstances, and have become con- 
verted crystals, and behaved amazingly for a bttle while, and 
fallen away again, and euded, but discreditably, perhaps even 
in decomposition ; so that one doesn't know what will become 
of them. And sometimea you will see deceitful crystals, that 
look aa soft as velvet, and ore deotily to nil near them ; and 
sometimes you will see deceitful crystals, that seem flint-edged, 
like our httle quartz-crj^stal of a housekeeper here, (hush ! 
Dora,) and are endlessly gentle and ti'ue wherever gentleness 
Etnd trutb are needed. And sometimes you will see little 
child-'cryBtals put to school Uke school-girls, and made to stand 
in rows ; and taken the greatest care of, and taught how to 
bold themselves up, and behave : and sometimes you will see 
unhappy little child-ciystaJa left to he about in the dirt, and 
pick up their living, and learn manners, where they can. And 
sometimes you will see fat crystids eating up thin ones, like 
greatcapitalistaandlittlelabourersiandpoUtico-economiccryB- 
tals teaching the stupid ones how to eat each other, and cheat 
each other ; and fooliah crjstala getting in the way of wise 
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ones; and impatient crystals spoiling tlie plans of patient 
ones, irreparably ; jiist as things go on in the world. And 
sometimes you may see hypocritical crystals taking the shape 
of others, though they are nothing like in their minds ; and 
vampire crystals eating out the hearts of others ; and hermit- 
crab crystals living in the shells of others ; and parasite crys- 
tals li\'ing on the means of others ; and courtier crystals glit- 
tering in attendance upon others ; and all these, besides the 
two great companies of war and peace, who ally themselves, 
resolutely to attact, or resolutely to defend. And for the 
close, you see the broad shadow and deadly force of inevitable 
fate, above all this : you see the multitudes of crystals whose 
time has come ; not a set time, as with us, but yet a time, 
sooner or later, when they all must give up their ciy stal ghosts : 
— when the strength by which they grew, and the brenth given 
them to breathe, i)a88 away from them ; and they fail, and 
are consumed, and vanish away ; and another generation is 
brought to life, framed out of their ashes. 

Mary. It is very terrible. Is it not the complete fulfilment, 
down into the very dust, of that verse : * The whole creation 
groaneth and travaileth in pain ' ? 

L. I do not know that it is in pain, Mary : at least, the 
e\-idence tends to show that there is much more pleasure than 
pain, as soon as sensation becomes possible. 

LuaLLuV. But then, surely, if we are told that it is pain, it 
must be pain ? 

L. Yes ; if we are told ; and told in the way you mean, 
Lucilla ; but nothing is said of the proportion to pleasure. 
Unmitigated pain would kill any of us in a few houi*s ; pain 
equal to our pleasures would make us loathe hfe ; the word 
itself cannot be applied to the lower conditions of matter, in 
its ordinaiy sense. But wait till to-moiTow to ask mo about 
this. To-niori'ow is to be kept for questions and difficulties ; 
let us keep to the plain facts to-day. There is yet one group 
of facts connected with this rending of the rocks, which J 
especially want you to notice. You know, when you have 
mended a verj^ old dress, quite meritoriously, till it won't 
mend any more 
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EorPT {interrupting). Could not you sometimes take gen- 
tlemen's work to illustrate by ? 

L. Gentlemen's work is rarely so useful as yours, Egypt ; 
and when it is useful, girls cannot easily understand it. 

Dora. I am sure we should understand it better than gen- 
tlemen understand about sewing. 

L. My dear, I hope I always speak modestly, and under 
correction, when I touch upon matters of the kind too high 
for me ; and besides, I never intend to speak otherwise than 
respectfully of se>Ying ; — though you alwavs seem to think I 
am laughing at you. In all seriousness, illustrations from 
sewing are those which Neith likes me best to use ; and which 
young ladies ought to like everybody to use. What do you 
think the beautiful word * wife ' comes from ? 

Dora (tossing her head), I don't think it is a particularly 
beautiful word. 

L. Perhaps not. At your ages you may think * bride ' 
sounds better ; but wife's the word for wear, depend upon it 
It is the great word in which the English and Latin languages 
conquer the French and the Greek. I hope the French will 
some day get a word for it, yet, instead of their dreadful 
• femme.' But what do you think it comes from ? 

Dora. I never did think about it 

L. Nor you, Sibyl ? 

Sibyl. No ; I thought it was Saxon, and stopped there. 

L. Yes ; but the great good of Saxon words is, that they 
usually do mean something. "Wife means 'weaver.* You 
have all the right to call yourselves Uttle * housewives,' when 
you sew neatly. 

Dora. But I don't think we want to call ourselves 'little 
housewives.' 

L. You must either be house-Wives, or house-Moths ; re- 
member that. In the deep sense, you must either weave 
men's foiiunes, and embroider them ; or feed upon, and bring 
them to decay. You had better let me keep my sewing illus- 
tration, and help me out with it. 

Dora. Well well hear it, under protest 

L. You have heard it before ; but with reference to other 
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matters. When it is said, ' no man putteth a piece of new 
cloth on an old garment, else it taketh from the old/ does it 
not mean that the new piece tears the old one away at the 
sewn edge ? 

Dora. Yes ; certainly. 

L. And when you mend a decayed stuff with strong thread, 
does not the whole edge come away sometimes, when it tears 
again? 

Dora. Yes ; and then it is of no use to mend it any more. 

L. Well, the rocks don't seem to think that : but the same 
thing happens to them continuaUy. I told you they were full 
of rents, or veins. Large masses of mountain are sometimes 
as full of veins as your hand is ; and of veins nearly as fine 
(only you know a rock vein does not mean a tube, but a crack 
or cleft). Now these clefts are mended, usually, with the 
strongest mateiial the rock can find ; and often htenilly with 
threads ; for the gradually opening rent seems to draw the 
substance it is filled with into fibres, which cross from one 
side of it to the other, and are partly crystalline ; so that, 
when the crystals become distinct, the fissure has often ex- 
actly the look of a tear, brought together with strong cross 
stitches. Now when this is completely done, and all has been 
fastened and made firm, perhaps some new change of tem- 
perature may occur, and the rock begin to contract again. 
Then the old vein must open wider ; or else another open 
elsewhere. If the old vein widen, it may do so at its centre ; 
but it constantly happens, with well filled veins, that the 
cross stitches are too strong to break ; the walls of the vein, 
instead, ai*e torn away by them ; and another Httle supple- 
mentary vein — often three or four successively — will be thus 
formed at the side of the first. 

Mary. That is really very much like our work. But what 
do the mountains use to sew with ? 

L. Quartz, whenever they can get it : pure limestones are 
obliged to be content with carbonate of lime ; but most mixed 
rocks can find some quartz for themselves. Here is a piece 
of black slate from the Buet : it looks merely Hke dry dark 
mud ; — yoxjL could not think there was any quartz in it ; but. 
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vou see, its rents are uH stitched together with beautiful white 
tlireod, which is the purest quartz, so close drawn that you 
can break it like fliut, in the mass ; but, where it baa been es- 
posed to the weather, the fine fibrous structure is shown : 
Hnd, more than thai, ^ou see the threads have been all tmsted 
and pulled aside, this waj and the other, by the warpingB and 
shifting of the aides of the vein as it widened. 

MjHr. It ia. wonderful! But ia that going on still? Are 
the mouutaius being toiTi and sewn together ogniu at this 
moment ? 

L. Yes, certainly, my dear : but I think, just as certainly 
(though geologists differ on this matter], not with the violence, 
or on the scale, of their ancient ruin and renewal. Ail things 
ueem to be tending towards a condition of at least temporarj- 
rest ; and that groaniug and travaihng of the creation, as, as- 
suredly, not wholly in pain, is not, in the full sense, ' imtil 
now.' 

Mabi. I want so much to ask you about that ! 

Sibyl. Yea ; and wo all want to ask you about a great many 
other things besides. 

L. it seems to me that you have got quite as many new 
ideas as ai-e good for any of you at present : and I should not 
like to burden you with more ; but I must see that those you 
have are clear, if I can make them so ; so we will have one 
more talk, for answer of questions, mainly. Think over all 
Oie ground, and make your difficulties thorougldy presentable. 
Then we'll see what we can make of them. 

Doha. They slrnll all be dressed in their very best ; and 
curtsey as they come in. 

L. No, no, Dora ; no curtseys, if you please. I had enough 
of them ihe day you all took a fit of reverence, and curtsied 
ine out of the room. 

Dora. But, you know, we cured ourselves of the fault, at 
once, by that fit. We have never been the least respectful 
since. And the difficulties will only curtsey themselves out of 
llie room. I hope ; — come in at one door — vanish at the other. 

L. >Vhat a pleasant world it woidd be, if all its difficulties 
were taught to behave so ! However, one cau generally make 
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something, or (better still) nothing, or at least less, of them, 
if they thoroughly know their own minds ; and your difficul- 
ties — I must say that for you, children, — generaJly do know 
their own minds, as you do yourselves. 

Dora. That is very kindly said for us. Some people would 
not allow so much as that girls had any minds to know. 

L. They will at least admit that you have minds to change, 
Dora. 

Mary. You might have left us the last speech, without a 
retoucL But well put our Httle minds, such as they are, in 
the best trim we can, for to-morrow. 



LECTURE X. 

THE CRYSTAL REST. 
Evening, Theflreside, L's arm-chmr in the oomfortabUsi comer, 

L. {perceiving various arrangements being made of footstooly 
cushiony screen, and the like). Yes, yes, it's all very fine ! and 
I am to sit here to be asked questions till supper-time, am I ? 

Dora. I don't think you can have any supper to-night : — 
we've got so much to ask. 

Lily. Oh, Miss Dora ! We can fetch it him here, you 
know, so nicely ! 

L. Yes, Lily, that will be pleasant, with competitive exami- 
nation going on over one's plate ; the competition being 
among the examiners. Really, now that I know what teasing 
things girls are, I don't so much wonder that people used to 
put up patiently with the dragons who took them for supper. 
But I can't help myself, I suppose ; — no thanks to St. George, 
Ask away, children, and HI answer as civilly as may be. 

Dora. We don't so much care about being answered civilly, 
as about not being asked things back again. 

L. *Ayez seulement la patience que je le parle.' There 
shall be no requitals. 

Dora. Well, then, first of all — What shall we ask first, 
Mary? 

Mart. It does not matter. I think all the questions come 
into one, at last, nearly. 

Dora. You know, you always talk as if the crystals were 
alive ; and we never understand how much you are in play, 
and how much in earnest That's the first thing. 

L. Neither do I understand, myself, my dear, how much I 
am in earnest. The stones puzzle me as much as I puzzle 
you. They look as if they were ahve, and make me speak as 
if they were ; and I do not in the least know how much truth 
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there is in the appearance. Fm not to ask things back again 
to-night, but all questions of this sort lead necessarily to the 
one main question, which we asked, before, in vain, * What is 
it to be alive ? ' 

Dora. Yes ; but we want to come back to that : for we've 
been reading scientific books about the 'conservation of 
forces,' and it seems all so grand, and wonderful ; and tlie 
experiments are so pretty ; and I suppose it must be all 
right : but then the books never speak as if there were any 
such thing as * life.' 

L. They mostly omit that part of the subject, certainly, 
Dora ; but they are beautifully right as far as they go ; and 
life is not a convenient element to deal with. Thev seem to 
have been getting some of it into and out of bottles, in their 
* ozone ' and * antizone ' lately ; but they still know little of 
it : and, certainly, I know less. 

Dora. You promised not to be provoking, to-night. 

L. Wait a minute. Though, quite truly, I know less of the 
secrets of life than the philosophers do ; I yet know one cor- 
ner of ground on which we artists can stand, literally as 
'Life Guards' at bay, as steadily as the Guards at Inker- 
mann ; however hard the philosophers push. And you may 
stand with us, if once you learn to draw nicely. 

Dora. I'm sure we are all trying ! but tell ua where we may 
stand. 

L. You may always stand by Form, against Force. To a 
painter, the essential character of anything is the form of it ; 
and the philosophers cannot touch that. They come and tell 
you, for instance, that there is as much heat, or motion, or 
calorific energy (or whatever else they like to call it), in a tea- 
kettle as in a Gier-eagle. Very good ; that is so ; and it is 
very interesting. It requires just as much heat as will boil 
the kettle, to take the Gier-eagle up to his nest ; and as much 
more to bring him down again on a hare or a partridge. 
But we painters, acknowledging the equality and similarity 
of the kettle and the bird in all scientific respects, attach, 
for our part, our principal interest to the difference in their 
forms. For us, the primarily cognisable facts, in the two 
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things, are, that the kettle has a spout, and the eagle a beak ; 
the one a M on its back, the other a pair of wings ;— not to 
B|>eak of the distinction also of volition, which the philoso- 
phers may properly cull merely a form or mode of force ; — 
but then, to an artist, the form, or mode, is the gist of the 
business. The kettle chooses to Bit still on the hob ; the 
eagle to recline on the air. It is the fact of the choice, not 
the equal degree of temperature in the fultilraent of it, which 
appears to us the more interesting circumstance ; — though 
the other is very interesting too, Exceedingly bo I Don't 
laugh, children ; tlie philosophers have been doing quite 
splendid work lately, in their own way : especially, the trans- 
forniation of force into light is a great piece of systematised 
discovery ; and this notion about the sun's being supplied 
with bis flame by ceaseless meteoric hail is grand, and looks 
Tery likely to be true. Of course, it is only the old guu- 
loek. — flint and steel, — on a large scale : but the order and 
majesty of it are sublime. Still, we sculptors and painters 
care little about it ' It is very fine, ' we say, ' and very useful, 
this knocking the Ught out of the aun, or into it, by an eter- 
nal cataract of planets. But you may hail away, bo. for ever, 
and you will not knock out what we can. Here is a bit of 
silver, not the size of half-a-crown, on wliich, with a single 
hammer stroke, one of us, two thousand and otld years ago, 
hit out the head of the ApoUo of Clazomenfe. It is merely a 
matter of form ; but if any of you philosophers, with your 
whole planetary system to hammer with, can hit out such 
another bit of silver as this, — we will take off our hats to you. 
For the present, we keep them on.' 

Mary. Yes. I understand ; and that is nice ; but I don't 
tlxink we shall any of us like having only form to depend upon. 

L. It was not neglected in the making of Eve, my deor. 

M.UiY. It does not seem to separate us from the dust of the 
ground. It is that breathing of the hfe which we want to 
uuderstand. 

L. So yoii should : but hold fost to the form, and defend 
Wini first, as difltinguished from the mere tranaitinn of forces. 
Diiicern the moulding hand of the potter commanding the 
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clay, from his merely beating foot, as it turns the wheel If 
you can find incense, in the vase, afterwards, — well : but it is 
curious how far mere form will cany you ahead of the phil- 
osophers. For instance, with regard to the most interesting 
of all their modes of force — light ; — they never consider how 
far the existence of it depends on the putting of certain 
vitreous and nervous substances into the formal arrangement 
which we call an eye. The German philosophers began the 
attack, long ago, on the other side, by telling us, there was 
no such thing as Hght at all, unless we chose to see it : now, 
German and EngHsh, both, have reversed their engines, and 
insist that Hght would be exactly the same hght that it is, 
though nobody could ever see it. The fact being that the 
force must be there, and the eyes there ; and * hght * means 
the eflfect of the one on the other ; — and perhaps, also — (Plato 
saw farther into that mystery than any one has since, that I 
know of), — on something a little way within the eyes ; but we 
may stand quite safe, close behind the retina, and defy the 
philosophers. 

SiB\x. But I don't care so much about defying the philoso- 
phers, if only one could get a clear idea of life, or soul, for 
one's self. 

L. Well, Sibyl, you used to know more about it, in that 
cave of yours, than any of us. I was just going to ask you 
about inspiration, and the golden bough, and the like ; only I 
remembered I was not to ask anything. But, will not you, 
at least, teU us whether the ideas of Life, as the power of 
putting things together, or * making * them ; and of Death, as 
the power of pushing things separate, or * unmaking ' them, 
may not be very simply held in balance against each other? 

Sibyl. No, I am not in my cave to-night ; and cannot tell 
you anything. 

L. I think they may. Modern Philosophy is a great sepa- 
rator ; it is httle more than the expansion of Moliore's gi-eat 
sentence, * H s'ensuit de la, que tout ce qu'il y a de beau est 
dans les dictionnaires ; il n'y a que les mots qui sont trans- 
poses.' But when you used to be in your cave, Sibyl, and to 
be inspired, there was (and there remains still in some small 
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measure), beyond the merely formative and sustaining power, 
another, which we painters call * passion ' — I don't know what 
the philosophers call it ; we know it makes people red, or 
white ; and therefore it must be something, itself ; and per- 
haps it is the most truly * poetic ' or * making ' force of all, 
creating a world of its own out of a glance, or a sigh : and 
the want of passion is perhaps the truest death, or ' unmaking ' 
of everything ; — even of stones. By the way, you were all 
reading about that ascent of the Aiguille Verte, the other 
day? 

SiBYi* Because you had told us it was so difficult, you 
thought it could not be ascended. 

li. Yes ; I believed the Aiguille Verte would have held its 
own. But do YOU recollect what one of the cHmbers ex- 
claimed, when he first felt sure of reaching tlie summit? 

Seb^x. Yes, it was, * Oh, Aiguille Verte, vous etes morte, 
vous ^tcs morte ! * 

L. Tliat was true instinct. Real philosophic joy. Now 
can you at all fancy the difference between that feeling of 
triumph in a mountain's death ; and the exultation of your 
beloved poet, in its life — 

* Quantus Athos, aiit quantns Ervx. aut ipso coruscis 
Qiium fromit ilicibus qiuiiitus, .L'au(l<*tqii«* nivali 
Vertice, se attollens pater AjuMininus ud auras.' 

Dora. You must translate for us mere house -keepers, please, 
— whatever the cavc-koopei's may know about it. 

Mary. Will Drvden do ? 

L. No. Drj'den is a far way worse than nothing, and nobody 
will * do.' Y'ou can't translate it. But tliis is all you need 
know, that the linos are full of a passionate sense of the Apen- 
nines' fatherhood, orprotectin«?power over Italy ; and of sym- 
pathy with their joy in their snowy strength in heaven ; and 
with the same joy, shuddering through all the leaves of their 
forests. 

Mary. Y'^es, that is a difference indeed ! but then, you know, 
one can't help feeling that it is fanciful. It is very delightful 
to imagine the mountains to be idive ; but then, — are they ahve? 
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L. It seems to me, on the whole, Mary, that the feelings 
of the purest and most mightily passioned human souls are 
likely to be the truest. Not, indeed, if they do not desire to 
know the truth, or blind themselves to it that they may please 
themselves with passion ; for then they are no longer pure : 
but if, continually seeking and accepting the truth as far as it 
is discernible, they trust their Maker for the integrity of the 
instincts He has gifted them with, and rest in the sense of a 
higher truth which they cannot demonstrate, I think they 
will be most in the right, so. 

Dora and Jessie (clapping their hands). Then we really 
may believe that the mountains are living ? 

L. You may at least earnestly believe, that the presence of 
the spirit which culminates in your own life, shows itself in 
dawning, wherever the dust of the earth begins to assume 
any orderly and lovely state. You will find it impossible to 
separate this idea of gradated manifestation from that of tlie 
vital power. Things are not either wholly ahve, or wholly 
dead. They are less or more alive. Take the nearest, most 
easily examined instance — the life of a flower. Notice what a 
diflferent degree and kind of life there is in the calysL and the 
corolla. The calyx is nothing but the swaddling clothes of 
the flower ; the child-blossom is bound up in it, hand and 
foot ; guarded in it, restrained by it, till the time of birth. 
Tlie shell is hardly more subordinate to the germ in the egg, 
than the calyx to the blossom. It burats at last ; but it never 
lives as the corolla does. It may fall at the moment its task 
is fulfilled, as in the poppy ; or wither gradually, as in the 
buttercup ; or persist in a ligneous apathy, after the flower is 
dead, as in the rose ; or harmonise itself so as to share in tli(3 
aspect of the real flower, as in the lily ; but it never shares in 
the corolla's bright passion of life. And the gradations wliich 
thus exist between the different members of organic creat- 
ures, exist no less between the different ranges of organism. 
We know no higher or more energetic hfe than our own ; but 
there seems to me this great good in the idea of gradation of 
life — it admits the idea of a Hfe above us, in other creatures, as 
much nobler than ours, as ours is nobler than that of the dust. 
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SIakt. I am gla<l you have said that ; for I know Violet and 
Lncilla and May want to aak yrm aomething ; indeed, we all 
do ; only you frightened Violet so about the ant-hill, that she 
can't say a word ; and Mjiy is afraid of your teasing her, too : 
but I know they are wondering why you are always tellinjf 
them about heathen gods and goddesses, as if you half be- 
liered in them ; and you represent them as good ; and then 
we see there is really a kind of truth in the stories about 
them ; and we are all puzzled : and, in this, we cannot even 
make our difficulty quite clear to ourselves ;— it would be 
Buch a long contused (jueation, if we could aak you all we 
should like to know. 

L. Nor is it any wonder, Maj^ ; for this is indeed the long- 
est, and the most wildly confused question that reason can 
deal with ; but I will try to give you, quickly, a few dear 
ideas about the heathen gods, which you may follow out 
afterwards, aa your knowledge increnaea. 

Every heathen conception of deity in which you are likely 
to be interested, hna three distinct characters :— 

L It has a physical character. It represents some of the 
great powers or objects of nature — -sun or moon, or heaven, 
or the winds, or the sea. And the fables first related about 
each deity represent, figuratively, the action of the naturid 
power which it represents ; such as the rising and setting of 
the sun, the tides of the sea, and so on. 

IL It has an ethical character, and represents, in its his- 
toiy, the moral dealings of God with raan. Thus AxmjUo ia 
first, physically, the sun contending with darkuess ; but mor- 
ally, the power of divine life contending with corruption. 
Athena is, physically, the air ; moriUly, the breathing of the 
diviue spirit of wisdom. Neptune is, physically, the sea ; 
morally, the supreme power of agitating passion ; and so on. 

m. It has, at last, a personal character ; and is reahsed in 
the niinda of its worshippers aa a living spirit, with wliom 
men may speak face to face, as a man speaks to his friend. 

Now it is impossible to define exactly, how ftu-, at any 
period of a national religion, these three ideas are mingled ; 
or how far one prevails over the other. Each enquirer 
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usually takes up one of these ideas, and pursues it, to the 
exclusion of the others : no impartial effort seems to have 
been made to discern the real state of the heathen imagina- 
tion in its successive phases. For the question is not at all 
what a mythological figure meant in its origin ; but what it 
became in each subsequent mental development of the nation 
inheriting the thought Escactly in proportion to the mental 
and moral insight of any race, its mythological figures mean 
more to it, and become more real An early and savage race 
means nothing more (because it has nothing more to mean) 
by its Apollo, than the sun ; while a cultivated Greek means 
every operation of divine intellect and justice. The Neith, of 
Egypt, meant, physically, little more than the blue of the air ; 
but the Greek, in a climate of alternate storm and calm, rep- 
resented the wild fringes of the storm-cloud by the serpents 
of her fegis ; and the lightning and cold of the highest 
thunder-clouds, by the Gorgon on her shield : while morally, 
the same types represented to him the mystery and changeful 
terror of knowledge, as her spear and helm its ruHng and de- 
fensive power. And no study can be more interesting, or 
more useful to you, than that of the different meanings which 
have been created by great nations, and great poets, out of 
mythological figures given them, at first, in utter simplicity. 
But when we approach tliem in their third, or personal, char- 
acter (and, for its power over the whole national mind, this is 
far the leading one), we are met at once by questions which 
may well put all of you at pause. Were they idly imagined 
to bo real beings ? and did they so usuq) the place of the 
true God ? Or were they actually real beings — evil spirits, — 
leading men away from the time God ? Or is it conceivable 
that they might have been real beings, — good spirits, — en- 
trusted with some message from the true God ? These were 
the questions you wanted to ask ; were they not, Lucilla ? 

LuciLLA. Yes, indeed. 

L. Well, Lucilla, the answer will much depend upon the 
clearness of your faith in the personaUty of the spirits which 
are described in the book of your own religion ; — their per- 
sonaUty, observe, as distinguished from merely symboHcal vis- 
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ions. For instance, wfaen Jeremiali lias the visiDii of the 
seething pot with its mouth to the north, you know that this 
which he sees ia not a real thing ; but merely a significant 
dream. Also, when Zeehariah sees the speckled hoi-ses among 
the myrtle trees in the bottom, you etill maj' suppose the 
vision symbolical ; — you do not think of them as I'eiil spirits, 
like Pegasus, seen in the fomi of horses. But when you are 
told of the four riders in the Apocalj-pse, a distinct sense of 
personality begins to force itself upon you. And tJiough you 
might, in a dull tem|>ei', think that (for one instance of all) the 
fourth rider on the pale hoi-se was merely a symbol of the 
power of death, — in your stronger nnd more earnest moods 
you will rather conceive of him as a real and living angel. 
And when you look back from the vision of the Apocalypse 
lo the account of the destruction of the Egyptian first-born, 
and of the army of Sennacherib, and again to David's vision 
at the thresliing floor of Araiinah, the idea of personahty in 
this death-angel becomes entirely defined, just as in the ap- 
pearance of the angels to Abraham, Manoah, or Mary. 

Now, when you have once consented to this idea of a per- 
nonal spirit, must not the question instantly follow: 'I>oes 
this spirit exercise its functions towards one race of men only, 
or towanls all men 1 Was it an angel of death to the Jew 
only, or to the Gentile also?' You find a certain Divine 
Agency made visible to a King of Israel, as an armed angel, 
executing vengeance, of which one special purjjose was to 
lower his kingly pride. You find another (or perhaps the 
sunej agency, mode visible to a Christian prophet as on angel 
Btanding in the sun, calhng to the birds that fly under heaven 
to come, that they may eat the flesh of kings, h there any- 
thing impious in the thought that the same agency might 
have been expressed to a Greek king, or Greek stier, by simi- 
lar visions ? — that this figure, standing in the sun, and armed 
with the sword, or the bow (whose arrows were dnink with 
blood), and exercising especially its power in the humiliation 
of the proud, might, at first, have been called only 'De- 
stroyer,' and afterwards, as the light, or sun, of justice, was 
recognised in the chastisement, willed also ' Physician ' or 
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' Healer ? ' If you feel heaitation in ndraitting the posaibility 
(if such a niaQifeatation, I believe you will find it is cauaed, 
prirtly indeed by sucli trivial things aa the difference to your 
ear between Greek and Englieh tenns ; but, far more, by un- 
certainty in your own mind respecting Uie ni^ture and truth 
of the visions spoken of in the Bible. Have any of j-ou in- 
tentJy examined the nature of your belief in them? You, 
for instance, Lucilla, who think often, and fierioualy, of euch 

LuciLLA. No ; I never could tell what to believe about them. 
I know they must be true in eome way or other ; and I like 
reading about them. 

L. Yee ; and I hke i-eaditig about them too, Lucilla ; as I 
like reading other grand jjoetry. But, surely, we ought both 
to do more than like it? Will God be satisfied with us. think 
you, if we read His wonls merely for the sake of an entirely 
meaningless poetical sensation ? 

LucnjA. But do not the people who give themselves to seek 
out the meaning of these things, often get very strange, and 
extravagant ? 

L. More than that, Lucilla. They often go mad. That 
abandonment of the mind to reJigioua theory, or contempU- 
tion, is the very thing I have been pleading with you against. 
1 never said you should set yourself to discover the mean- 
ings ; but you should take careful pains to understand them, 
so far as they are clear ; and you should always accurately 
ascertain tLe state of your mind about them. I want you 
never to read merely for the pleasure of fancy ; still leas as a 
formal religious duty {else you might as well take to repeat- 
ing Paters at once ; for it is surely wiser to repeat one thing 
we understand, than read a thousand which we cannot). 
Either, therefore, acknowledge the passages to be, for the 
present, unintelligible to you ; or else determine the sense in 
which you at present receive them ; or, at all events, the dif- 
ferent senses between which you clearly see that you must 
choose. Make either your belief, or your difficulty, definite ; 
but do not go on, all tlirough yoiu- life, beheving nothing in- 
telligently, and yet supposing that your having read the words 
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of a divine book must give you the right to degpiae every reli- 
gion liut your own. I assure you, strange as it may seem, our 
ecom of Greek tradition depends, not on our belief, but our 
ibsbelief, of our own trnditioua. We have, as yet, no sufficient 
elue to tbe meaning of eitlier ; but you will always find that, 
ill proportion to tbeearuestneBsof our own faith, ita ttudeucy 
to accept a spiiitual peraonality increases : and tliat tlic moat 
vital and beautiful Christian temper rests joyfully in ita cob- 
viction of the multitudinous ministry of Hving angels, infinitely 
ii-aried in rank and power. You all know one espression of 
tbe purest and happiest form of such faith, oa it exists in 
modem times, in liichter's lovely illustrationa of tbe Lord's 
Prayer. The real and living death-angel, gii-t as a pilgrim for 
jijumey, and softly crowned with flowers, beckons at tbe dying 
mother's door ; child-angels sit talking face to face with mor- 
tal children, among the flowers ;— hold tbem by their bttle 
coats, lest they fall on the stairs ; — whisper dreams of heaven 
to tbem, leaning over their pillows ; cai-ry the sound of the 
church bells for them far through tba au- ; and even descend- 
ing lower in service, fill little cups with honey, to bold out to the 
weary bee. By the way, LUy, did you tell tbe otber children 
that story about your little sister, and Alice, and the sea ? 

XiiLY. I told it to Alice, and to Miss Dora. I don't think I 
did to anybody else. I thought it wasn't worth. 

L. We shall think it worth a great deal now, liily, if you 
will tell it ua How old is Dotty, again ? I forget. 

TjH. T She is not quite three ; but she has such odd bttle 
old ways, sometimes. 

L. And she was very fond of ALce ? 

Lily. Yes ; Alice was bo good to her always I 

L. And so when Alice went away? 

Lily. Oh, it was nothing, you know, to tell about ; only it 
was strange at tbe time. 

L. Well ; but I want you to tell it. 

Lilt. The morning after Alice hod gone. Dotty was very sod 
and restless when she got up ; and went about, looking into 
all the comers, as if she could find Alice in them, and at last 
d>e came to me, and said, ' Is Alie gone over the great sea ? ' 
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And I said, * Yes, she is gone over tlie great, deep sea, but she 
will come back again some day.' Then Dotty looked round 
the room ; and I had just poured some water out into the 
basin ; and Dotty ran to it, and got up on a chair, and dashed 
her hands through the water, again and again ; and cried, 

* Oh, deep, deep sea ! send little Alie back to me.' 

L. Isn't that pretty, children ? There*s a dear little heathen 
for you ! The whole heart of Greek mythology is in that ; the 
idea of a personal being in the elemental power ; — of its being 
moved by prayer ; — and of its presence everywhere, making 
the broken diflPiision of the element sacred. 

Now. remember, the measure in which T.e may permit our- 
selves to think of this trusted and adored personality, in 
Greek, or in any other, mythology', as conceivably a shadow 
of truth, will depend on the degree in which we hold the 
Greeks, or other great nations, equal, or inferior, in privilege 
and character, to the Jews, or to ourselves. If we believe that 
the great Father would use the imagination of the Jew as an 
instrument by which to exalt and lead him ; but the imagina- 
tion of the Greek only to degrade and mislead him : if we can 
suppose that real angels were sent to minister to the Jews 
and to punish them ; but no angels, or only mocking spectra 
of angels, or even devils in the shapes of angels, to lead Lycur- 
gus and Leonidas from desolate cradle to hopeless grave : — 
and if we can think that it was only the influence of spectres, 
or the teaching of demons, which issued in the making of 
mothers like Cornelia, and of sons like Cleobis and Bito, we 
may, of course, reject the heathen Mytholog}^ in our privileged 
scorn : but, at least, we are bound to examine strictly by what 
faults of our own it has come to pass, that the ministry' of real 
angels among ourselves is occasionally so ineffectual, as to end 
in the production of Cornelias who entrust their child-jewels 
to Charlotte AVinsors for the better keeping of them ; and of 
sons like that one who, the other day, in France, beat his 
mother to death with a stick ; and was brought in by the jury, 

* guilty, with extenuating circumstances.* 

May. Was that really possible ? 

L. Yes, my dear. I am not sure that I can lay my hand 
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on the reference to it (and I eboiilrl not have said ' the other 
day ' — it was a year or two ago), but you may depeud on the 
fact ; and I could give you majiy like it, if I chose. There 
was a murder done in KuBsia, very lately, on a traveller. 
The murderess's little daughter was in the way, and found it 
out, somehow. Her mother killed her, too, and put her into 
the oven. There is a pecuJiar horror about the relations be- 
tween parent and child, which are being now brought about 
by our variously degraded forms of European white filavery. 
Here is one reference, I see, in my notes on that story of 
CIcobia and Bito ; though 1 suppose I marked this chiefly 
for its quaintness, and the beautifully Christian names of the 
sons ; but it in a good instance of the power of the King of 
the Valiey of Diamonds* among us. 

lu ' Gahgnani ' of July 21-22, 1862, is reported a trial of a 
farmer's son in the department of the Yonue. The father, 
two years ago, at Malay le Grand, gave up his property to 
his two sous, on condition of being maintained by tliem. 
Simon fulfilled his agi-eeraent, but Pierre would not The 
tribunal of Sens condemns Pierre to pay eighty-four francs a 
year to his father. Pierre replies, ' he would rather die than 
pay it' Actually, returning home, he throws himself into the 
river, and the body is not found till next day. 

JUry. But — but—I can't t«U what you woulil have iis 
think. Do you seriously mean that the Greeks were better 
than we are ; and that their gods were real angels ? 

L. No, my dear. I mean only that we know, in reality, 
less than nothing of the dealings of our Maker with our 
fe!low-men ; and can only reason or conjecture safely about 
them, when we have sincerely humble thoughts of ourselves 
and our creeds. 

We owe to the Greeks every noble discipline in literatui-e ; 
every radical principle of art ; and every form of convenient 
beauty in our household furniture and daily occupations of 
life. We are unable, ouraolves, to make rational use of half 
that we have received from them : and, of our own, we have 
nothing but discoveries in science, and fine mechanical adap- 
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tations of the discovered physical powers. On the other 
hand, the vice existing among certain classes, both of the rich 
and poor, in London, Paris, and Vienna, could have been 
conceived by a Spartan or Eoman of the heroic ages only as 
possible in a Tartarus, where fiends were employed to teach, 
but not to punish, crime. It little becomes us to speak con> 
temptuously of the rehgion of races to whom we stand iu 
such relations ; nor do I think any man of modesty or 
thoughtfulness will ever speak so of any rehgion, in which 
Gk>d has allowed one good man to die, trusting. 

The more readily we admit the possibiHty of our own cher- 
ished convictions being mixed with error, the more vital 
and helpful whatever is right in them will become : and no 
error is so conclusively fatal as the idea that God will not 
allow us to err, though He has allowed all other men to do 
so. There may be doubt of the meaning of other visions, 
but there is none respecting that of the dream of St Peter ; 
and you may trust the Bock of the Church's Foundation for 
true interpreting, when he learned from it that, *in eveiy 
nation, he that feareth God and worketh righteousness, is 
accepted with Him.' See that you understand what that 
righteousness means ; and set hand to it stoutly : you will 
always measure your neighbors' creed kindly, in proportion 
to the substantial fruits of your own. Do not think you will 
ever get harm by striving to enter into the faith of others, 
and to sympathise, in imagination, with the guiding prin- 
ciples of their lives. So only can you justly love them, or 
pity them, or praise. By the gracious effort you will double, 
treble — nay, indefinitely multiply, at once the pleasure, the 
reverence, and the inteUigence vfiih which you read : and, 
believe me, it is ^viser and hoUer, by the fire of youi* own 
faith to kindle the ashes of expired reUgions, than to let your 
soul shiver and stumble among their graves, through the 
gathering darkness, and communicable cold. 

Mary {after some pause). We shall all like reading Greek 
history so much better after this ! but it has put everything 
else out of our heads that we wanted to ask. 

L. I can tell you one of the things ; and I might take 
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credit for geoeroait.y in telling jou ; but I ha^e a pereoual 
reason- — Lucilla's verse about the creation. 

Doha. Oh, yes— yea ; and its ' pain together, until now.' 

Ia I call you back to that, because I must warn you against 
flu old error of my own. Somewhere in the fourth volume 
of 'Modem FuiuteTs,' I said that the earth seemed to have 
passed through its highest state : and that, after ascending 
by a series of phases, culminating in its habitation by man, 
it seems to be now gradually becoming less fit for that 
habitation. 

Mabv. Yes, I remember. 

L. I wrote those passages under a very bitter impression 
of the gradual perishing of beauty from the loveliest scenes 
which I knew in the physical world ;— not in any doubtful 
B-ay, such aa I might have attributed to loss ot sensation in 
myself — but by violent and definite physical action ; such as 
the filling up of tlie Iiac de Chi-de by landslips from the Bo- 
chers des Fiz ; — the narrowing of the Lake Lucerne by the 
gaining delta of the stream of the Muotta-Thal, whicli, in the 
course of years, will cut the lake into two, as that of Brientz 
has been divided from that of Thun ; — the steady diminishing 
of the glaciers north of the Alps, and still more, of the sheets 
of snow on their southern slopes, which supply the refreshing 
streams ot Lomburdy : — the equally steady increase of deadly 
raareinran round Pisa and Venice ; ami other such phenom- 
ena, quite measurably traceable within the limits even of short 
life, and unaccompanied, as it seemc'd, by redeeming or com- 
pensatory agencies. I am still under the same impression 
respecting the existing phenomena ; hut I feel more strongly, 
every day, that no eridence to be collected within liistorical 
perioils can be accepted as any clue to the great tendencies of 
geological change ; but that the great laws which never fail, 
and to which all change is subordinate, appear such as to ac- 
oomphsh a gradual advance to lovelier order, and more calmly, 
yet more deeply, animated Rest. Nor has this conviction ever 
fastened itself upon me more distinctly, than during my en- 
deavour to trace the laws which govern the lowly framework 
of the dust For, through all the phases of its ti-ansition and 
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diasoluiioii, there seems to be a continual effort to raise itself 
into a higher state ; and a measured gain, through the fierce 
revulsion and slow renewal of the earth's frame, in beauty, and 
order, and permanenoa The soft white sediments of Uie sea 
draw themselves, in process of time, into smooth knots of 
sphered symmetry ; burdened and strained under increase of 
pressure, they pass into a nascent marble ; scorched by fervent 
heat, they brighten and blanch into the snowy rock of Paros and 
Carrara. The dark drift of the inland river, or stagnant slime of 
inland pool and lake, divides, or resolves itself as it dries, into 
layers of its several elements ; slowly purifying each by the 
patient withdrawal of it from the anarchy of the mass in 
which it was mingled. Contracted by increasing drought, 
till it must shatter into fragments, it infuses continually a 
finer ichor into the opening veins, and finds in its weakness 
the first rudiments of a perfect strength. Rent at last, rock 
from rock, nay, atom from atom, and tormented in lambent 
fire, it knits, through the fusion, the fibres of a perennial 
endurance ; and, during countless subsequent centuries, de- 
clining, or rather let me say, rising to repose, finishes the in- 
fallible lustre of its crystalline beauty, under harmonies of 
law which are wholly beneficent, because wholly inexorable. 

(The children seem pleased, but more inclined to think 
over these matters than to talk.) 

L. (after giving them a little time). Mary, I seldom ask you 
to read anything out of books of mine ; but there is a passage 
about the Law of Help, which I want you to read to the 
children now, because it is of no use merely to put it in other 
words for them. You know the place I mean, do not you ? 

Mary. Yes {presently finding it) ; where shall I begin? 

L. Here ; but the elder ones had better look afterwards at 
the piece which comes just before this. 

Mart (reads) : 

* A pure or holy state of anything is that in which all its 
parts are helpful or consistent The highest and first law of 
the universe, and the other name of life, is therefore, "help." 
The other name of death is "separation." Government and 
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co-operation are in fdl things, and eternally, the laws of life. 
Auaruhv and competition, eteruallj, and in all things, the lawB 
of death. 

' Perhaps the hest, though the most familiar, example ve 
could take of the nature and power of consistence, will be 
that of the possible changes in the dust we tread on. 

'Eiclusive of animal decay, we can hardly arrive at a more 
absolute type of impurity, than the mud or slime of a damp, 
over-trodden path, in the outskirta of a manufacturing town. 
I do not say mud of the road, because that is mixed with 
animal refuse ; but take merely an ounce or two of the blackest 
slime of a beat«n footpath, ou a rainy day, near a manufactur- 
ing town. That ahme we shall liud in most cases composed of 
clay (or brickdust, which is burnt clay), mixed with soot, a 
little sand and water. All these elements are at helpless war 
with each other, and destroy reciprocally each other's nature 
and power : corapetin<j and fighting for place at every tread 
of your foot ; sand squeezing out clay, and clay squeezing 
out water, and soot meddling everywhere, and defiling the 
whole. Let us suppose that this, ounce of mud is left in 
perfect rest, and that its elements gather together, like to 
like, so that their atoms may get into the closest relations 
possible. 

' Let the clay begin. Bidding itself of all foreign substance, 
it gradually becomes a white earth, already very beautiful, 
and fit, with help of congealing lire, to be ma<1e into finest 
porcelain, and paint«d on, and be kept iu kings' palaces, 
fiut such artidcial consistence is not its best. liCave it still 
quiet, to follow its own instinct of unity, and it becomes, not 
only white but clear ; not only clear, but hard ; nor only 
clear and bard, but so set that it can deal with light in a 
wonderful way, and gather out of it the lovebest blue rays 
only, rehising the rest. We call it then a sapphire. 

'Such being the consummation of the clay, we give Mrailar 
permission of quiet to the sand. It also becomes, first, a 
white earth ; then proceeds to grow clear and hard, and at 
last arranges itself in mysterious, infinitely fine parallel lines, 
which have the power of reflecting, not merely the blue rays, 
but the blue, green, pui-ple, and red rays, in the greatest 
beauty in whifli they can be seen through any hard material 
whatsoever. We call it then an opaL 

' In uext order the soot sets to work. It cannot make itself 
white at first ; but, instead of being discouraged, tries haivier 
and harder ; and comes out clear at last ; and the hardest 
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thing in the world : and for the blackneBS that it had, obtains 
in exchange the power of reflecting all the rays of the sun at 
once, in the vividest blaze that any solid thing can shoot. We 
call it then a diamond. 

' Last of all, the water purifies, or unites itself ; contented 
enough if it only reach the form of a dewdrop : but, if we 
insist on its proceeding to a more perfect consistence, it crjs- 
tallises into the shape of a star. And, for the ounce of sUme 
which we had by poUtical economy of competition, we have, 
by poUtical economy of co-operation, a sapphire, an opal, and 
a diamond, set in the midst of a star of snow.' 

L. I have asked you to hear that, children, because, from 
aU that we have seen in the work and play of these past days, 
I would have you gain at least one grave and enduring thought 
The seeming trouble, — the unquestionable degradation, — of 
the elements of the physical earth, must passively wait the ap- 
pointed time of their repose, or their restoration. It can only be 
brought about for them by the agency of external law. But if, in- 
deed, there be a nobler life in us than in these strangely mov- 
ing atoms ; — if, indeed, there is an eternal difterence between 
the Are which inhabits them, and that which animates us, — it 
must be shown, by each of us in his appointed place, not 
merely in the patience, but in the activity of our hope ; not 
merely by our desire, but our labour, for the time when the 
Dust of the generations of men shall be confirmed for founda- 
tions of the gates of the city of Gt)d. The human clay, now 
trampled and despised, will not be, — cannot be, — knit into 
strength and Hght by accident or ordinances of unassisted 
fate. By human cruelty and iniquity it has been afflicted ; — 
by human mercy and justice it must be raised : and, iu all 
fear or questioning of what is or is not, the real message of 
creation, or of revelation, you may assuredly find perfect 
peace, if you are resolved to do that which yoiu* Lord has 
plainly required, — and content that He should indeed require 
no more of you, — than to do Justice, to love Mercy, and to 
walk humbly with Him. 
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Note L 

Page 24. 

* That third pyramid of Tiers.* 

Throughout the dialogues, it must be observed that 'Sibyl' is ad- 
dressed (when in play) as having onoe been the Gumsean Sibyl ; and 

* Egypt * as having been queen Nitocris, — the Cinderella, and * the 
greatest heroine and beauty ' of Egyptian story. The Egyptians called 
her * Neith the Victorious * (Nitocris), and the Greeks * Face of the 
Rose ' (Rhodope). Chaucer's beautiful conception of Cleopatra in the 

* Legend of Good Women,* is much more founded on the traditions of 
her than on those of Cleopatra ; and, especially in its close, modified by 
Herodotus*s terrible story of the death of Nitocris, which, however, is 
mythologically nothing more than a part of the deep monotonous 
ancient dirge for the fulfilment of the earthly destiny of Beauty ; ' Slie 
cast herself into a chamber full of ashes.' 

I believe this Queen is now sufficiently ascertained to have either 
built, or increased to double its former size, the third pyramid of 
Gizeh : and the passage following in the text refers to an imaginary 
endeavour, by the Old Lecturer and the children together, to make out 
the description of that pyramid in the 167th page of the second volume 
of Bunsen's * Egypt's Place in Universal History' — ideal endeavour, — 
which ideally terminates as the Old Lecturer's real endeavours to the 
same end always have terminated. There are, however, valuable notes 
respecting Nitocris at page 210 of the same volume : but the * Early 
Egyptian History for the Young,' by the author of Sidney Gray, con- 
tains, in a pleasant form, as much information as young readers will 
usually need. 

Note II. 

Page 25. 

* Pyramid of Asychis. * 

This pyramid, in mythology, divides with the Tower of Babel the 
phame, or vain glory, of being presumptuously, and first among great 
edifices, built with 'brick for stone.' This was the inscription on it, 
according to Herodotus: — 
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* Despise me not, in comparing me with the pyramids of stone ; for 
I have the pre-eminence over them, as far as Jupiter has pre- 
eminence over the gods. For, striking with staves into the pool, 
men gathered the clajr which fastened itself to the staff, and 
kneaded bricks out of it, and so made me/ 

The word I have translated * kneaded ' is literally * drew ; * in tlie sense 
of drawing, for which the Latins used * duco ; * and thus gave us our 
^ ductile ' in speaking of dead clay, and Duke, Doge, or leader, in 8x>eak- 
ing of living clay. As the asserted pre-eminence of the edifice is made, 
in this inscription, to rest merely on the quantity of labour consumed 
in it, this pyramid is considered, in the text, as the type, at once, of 
the base building, and of the lost labour, of future ages, so far at least 
as the spirits of measured and mechanical effort deal with it : but Neith, 
exercising her power upon it, makes it a type of the work of wise and 
inspired builders. 

Note m. 

Page 25. 

* The Greater Pthah: 

It is impossible, as yet, to define with distinctness the personal agencies 
of the Egyptian deities. They aie continually associated in function, 
or hold derivative powers, or are related to each other in mysterious 
triads ; uniting always symbolism of physical phenomena with real 
spiritual power. I have endeavoured partly to explain this in the text 
of the tenth Lecture : here, it is only necessary for the reader to know 
that the Greater Pthah more or less represents the formative power of 
Older and measurement : he always stands on a four square pedestal. 
*the Egyptian cubit, metaphorically used as the hieroglyphic for truth ; ' 
his limbs are bound together, to signify fixed stability, as of a pillar ; he 
has a measurinir-rod in his hand ; and at Phil.e, is re])resented as hold- 
ing an egg on a potter's wheel ; but I do not know if this symbol occurs 
in older sculptures. His usual title is the ' Lord of Truth.' Others. 
very beautiful : * King of the Two Worlds, of Gracious CountoiiaiUM*.' 
'Superintendent of the Great Abode,' &c., are triven by Mr. Hirch in 
Arundale's 'Gallery of Antiquities,' which I suppose is the book of he.-t 
authority easily accessible. For the full titles and utterances of t]i«» 
gods, Rosellini is as yet the only — and I believe, still a v(?ry question- 
able—authority ; and Arundale's little book, excellent in the text, hns 
this great defect, that its drawings give the stntues invariably a ludi- 
crous or ignoble character. Readers who have not ae<'ess to th»» originals 
must be warned against this frecpient fault in modern illustration (es]M>- 
cially existing also in some of the painted casts of Gothic and Xt>rm:in 
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The character of the Lovrer Pthah, or puThaps I onght rather to Bay. 
of Fthali in his tower office, is suUicieutly explained in the text vt tlie 
third Lecture; only the reader muHt be named that the Egyptian 
syifibolisin of liim by tlie beetle wus not n Bcornfnl one ; it expreaM.'d 
onljf the idea of hln presence in Ilm first eliMuents of life. But it may 
Dct UDJuMly be used, in another sense, by dk, who have seen liia power 
ill new development ; and, even aa it was. I cannot coQceive tliat the 
Egyptians should have regarded their Iwetle- beaded image of liini 
tChampolIion, 'Pantheon,' pi. 12], vrlth out some occult scorn. It tstbe 
most paiutiil of all their t3T»es of any ben«ncBut power ; and even 
among those of evil intliiencos. none can be compared with it, except 
iu opposite, the tortoi Be -headed demon of indolence. 

Paaht <p. 24, line 32) is connected with the Greek Artemis, especially 
In her offices of judgment and veugeance. She \a usually lioness- 
headed ; sometimes cat-hended ; her allributes seeming often trivial or 
IniiSoroos unless their full meaning is known ; bot the enquiry is much 
too wide to Ire followed liere. The cat was sacred to her ; or rather to 
the sun, and secondarily lu her. Khe is alluded to in the text beoause 
*he 1r always the companion of Pthah (called ' the beloved of Pthali,' 
it may be as Judgment, demanded nnd longed for by Truth) ; and it 
may be well fat young readers to have this fixed in their minds, even 
by chance association. There are more statues of Poshl in the British 
Mnseum than of any other Egyptian deity ; fiereral of them fine in 
workmanship; nearly all tn dark stone, whi'.-li may be, presumably, to 
eounect her. ss the muoa, with the night ; and in her office of avenger, 
with grief. 

Thoth (p, ST, line IT), is the Recording Angel of Judgment ; and the 
ereek Hermes Phre (line SO), Is the Sun. 

Keith is the Egyptian spirit of divine wisdom ; and the Atliena of the 
Greeks. No sufficient statement of her many allribnles, still leas of their 
meanings, con be shortly given ; but thia eliould bo noted respecting 
th» veiling of the Egyptian image of her by vulture wings— that as she 
U, physically, the goddess of the air. this bird, the most powerful creat- 
ure of the nir known to the Egyptians, naturally became her symbol. 
tl had other sign! Ileal ions ; but certainly tliis, when in connection with 
Xeitb. As representing her. it was the mnpt important sicn, nnst to the 
winged sphere, iu Egyptian sculpture ; and, just ad in Homt:r, Athena 
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herself guides her heroes into battle, this symbol of wisdom, giving vic- 
tory, floats over the heads of the Egyptian kings. The Greeks, repre- 
senting the goddess herself in human form, yet would not lose the 
power of the Egyptian symbol, and changed it into an angel of victory. 
First seen in loveliness on the early coins of Syracuse and Leontium, it 
gradually became the received sign of all conquest, and the so-called 
* Victory * of later times ; which, little by little, loses its truth, and is 
accepted by the moderns only as a personification of victory itself, — not 
as an actual picture of the living Angel who led to victory. There is a 
wide difference between these two conceptions, — ^all the difference be- 
tween insincere i)oetry, and sincere religion. This I have also endeav- 
oured farther to illustrate in the tenth Lecture ; there is however one 
part of Athena's character which it would have been irrelevant to dwell 
upon there ; yet which I must not wholly leave unnoticed. 

As the goddess of the air, she physically represents both its beneficent 
calm, and necessary tempest: other storm-deities (as Chrysaor and 
iEolus) being invested with a subordinate and more or less malignant 
function, which is exclusively their own, and is related to that of 
Athena as the power of Mars is related to hers in war. So also Virgil 
makes her able to wield the lightning herself, while Juno cannot, bat 
must pray for the intervention of .^Elolus. She has precisely the corre- 
spondent moral authority over calmness of mind, and just anger. She 
soothes Achilles, as she incites Tydides ; her physical power over the 
air being always hinted correlatively. She grasps Achilles by his hair^ 
as the wind would lift it— softly, 

* It fanned his cheok, it raised his hair, 
Like a meadow gale in ppring/ 

She does not merely turn the lance of Mars from Diomed ; but seizes it 
in both her hands, and casts it aside, with a sense of making it vain, 
like chaff in the wind; — to the shout of Achilles, she adds her own 
voice of storm in heaven — but in all cases the moral power is still the 
principal one — most beautifully in that seizing of Achillea by the hair, 
which was the talisman of his life (because he had vowed it to the 
Sperchius if he returned in safety), and which, in giving at Putroclus* 
tomb, he, knowingly, yields up the hope of return to liis country, and 
signifies that he will die with his friend. Achilles and Tydides are, 
above all other heroes, aided by her in war, because their prevailing 
characters are the desire of justice, united in both with deep affections ; 
and, in Acliilles, with a passionate tenderness, which is the real root of 
his passionate anger. Ulysses is her favourite chiefly in her office as 
the goddess of conduct and design. 



' Gfomftricat UmHatmt*.' 
It ta difficult, withoat n tedioaa acrurac;, or vithout fall illnBtration, to 
express the complete lelatioiia of crystiUllDB atructure, whioli dispose 
miuentlB to take, at different timea, fibroas, mBHsive, or folinted fomiB ; 
and I am afraid this ohapter vrill be generally skipped by tlie reader ; 
yet the arrangement itself will be found usefal, if kept broadly in 
mind ; and tlie ImnBitioas of «tste are of the highest Inlerest, if the sab- 
ject is entered upon irith any eamsEtnesg. It wonld hare been vain to 
add to the scheme of this little volume any account of the geometrical 
forms of orystala : an available one, though still far too difficult and too 
oopiooa, has been arranged by the Hev. Mr. Mitchell, for Orr's ' Circle 
of the Sciences'; and, I believe, the 'nets' of rrystals, nhloh are 
therein given to be cut out with scissorB and pat prettily together, will 
be found more conquerable by young ladies tlian by other students. 
They should also, when an opportunity occurs, be ahown, at any public 
library, the diagram of the crystallisalinn of qnarli referred to poles, at 
p, 8 of Cloiiaux's .' Manuel de Minfralogie ' : that they may know what 
work is; and what the subject is. 

With a view to more careful examination of the nascent states oE 
silica, I hare made no allusion in this volume to the influence of mere 
segregation, as connected with the crystalline power. It has only been 
recently, during the study of the breccias Mlluded to in page 113, that I 
have fully seen the extent to which this singular foioe often modiBes 
rocks in which at Qrst its influence might hardly have been suspected ; 
many apparent conglomerates being in reality formed ohieSy by segrc' 
gation. combined with mysterious brokenly -zoned structures, like those 
of some malnrhites. I hope some day to know more of these and sev- 
eral other mineral phenomena (especially of those connected with tlie 
relative siies of crystals), which otherwise I should have endeavoured 
to describe in this volume. 



NirrB V. 
Page 103. 



I woiTLD have given the legends of St Barbara, and Bt Thomas, if I 
had thought it always well for young readers to have everything at once 
told them which they may wish to know. They will remember the 
stories better after taking some trouble tu find them ; and the test la !□• 



148 jvorjEft 

telligible enongli as it stands. The idea of St Barbara, as there given . 
is founded parti/ on her legend in Peter de Natalibus, partly on the 
beantifol photograph of Van Ejok's picture of her at Antwerp : which 
was some time since published at IdUe. 



Note VL 

Page 137. 

' King qf the Vattey of Diamonds,* 

Isabel interrupted the Lecturer here, and was briefly bid to hold her 
tongue ; which gave rise to some talk, apart, afterwards, between L. 
and Sibyl, of which a word or two may be perhaps advisably set down. 

SiBTL. We shall spoil Isabel, certainly, if we don^t mind : I was glad 
.- you stopped her, and yet sorry ; for she wanted so much to ask nboiit 

the Valley of Diamonds again, and she has worked so hard at it. and 
made it nearly all out by herself. She recollected Elisha's throwing in 
the meal, which nobody else did. 

L. But what did she want to ask ? 

SiBTL. About the mulberry trees and the serpents ; we are all 8topi)ed 
by thai. Won't you tell us what it means ? 
•^ L. Now, Sibyl, I am sure you, who never explained yourself, should 

be the last to expect others to do so. I hate explaining myself. 

SiBTL. And yet how often you complain of other people for not say- 
ing what they meant How I have heard you growl over the three 
stone steps to purgatory ; for instance ! 

L. Tes ; because Dante*s meaning is worth getting at ; but mine mat- 
tors nothing : at least, if ever I think it is of any consequence, I speak 
it as clearly as may be. But you may make anything you like of tlie 
serpent forests. I could have helped you to find out what they were, 
by giving a little more detail, but it would have been tiresome. 

Sibyl. It is much more tiresome not to find out. Tell us, please, as 
Isabel says, because we feel so stupid. 

L. There is no stupidity ; you could not possibly do more than guess 
at anything so vague. But I think, you, Sibyl, at least, might have 
recollected what first dyed the mulberry ? 

Sibyl. So I did ; but that helped little ; I thought of Dante's forest 
of suicides, too, but you would not simply have borrowed that ? 

L. No. If I had had strength to use it, I should have stolen it, to 
beat into another shape ; not borrowed it. But that idea of souls in 
trees is &s old as the world ; or at least, as the world of man. And I dUl 
mean that there were souls in those dark branches ; the souls of all 
those who had perished in misery through the pursuit of riches ; and 
that the river was of their blood, gathering gradually, aud flowing out 
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of the valley. That I meant the serpents for the souls of those who had 
lived carelessly and wantonly in their riches ; and who have all their 
sins forgiven by the world, because they are rich : and therefore they 
have seven crimson-crested heads, for the seven mortal sins ; of which 
they are proud : and these, and the memory and report of them, are the 
chief causes of temptation to others, as showing the pleasantness and ab- 
solving power of riches; so that thus they are singing serpents. And 
the worms are the souls of the common money-getters and traffickers, 
who do nothing but eat and spin : and who gain habitually by the dis- 
tress or foolishness of others (as you see the butchers have been gaining 
out of the panic at the cattle plague, among the poor), — so they are made 
to eat the dark leaves, and spin, and perisli. 

SibtIm And the souls of the great, cruel, rich people who oppress the 
poor, and lend money to government to make unjust war, where are 
they? 

L. They change into the ice, I believe, and are knit with the gold ; 
and make the grave-dust of the valley. I believe so, at least, for no one 
ever sees those souls anywhere. 

(Sibyl ceases questioiUtig.) 

Isabel {who hns crept up to her side mthout any one's seeing). Oh, 
Sibyl, please ask him about the lire-flies ! 

L. What, you there, mousie ! No ; I won*t tell either Sibyl or you 
about the fire-flies ; nor a word more about anything else. You ought 
to be little tire-flies yourselves, and find your way in twilight by your 
own wits 

ISABEii. But you said they burned, you know ? 

L. Yes ; and you may be fire-flies that way too, some of you, before 
long, though I (lid not mean that. Away with you, children. You 
have thought enough for to day. 



NOTE TO SECOND EDIHON. 

Sentence out of letter from May (who is staying with Isabel just now 
at Cassel), dated loth June, 1877 : — 

" I am reading the Ethics with a nice Irish girl who is staying hero, 
and she's just as ])iizzled as I've always been about the fire-flies, and wf 
both want to know so much. — Please be a very nice old Lecturer, and 
t<3ll us, won't voii ? " 

Well, 31 a V, you nevor were a vain girl ; so could scarcely guess that I 
meant them for the light, unpursued vanities, which yet blind us, con- 
tused among the stars. One evening, as I came late into Siena, the 
fire flies were flviuirhigh on a stormy sirocco wind, — the stars themselves 
no brighter, and all their host seeming, at moments, to fade as the in- 
sects faded. 
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On the first mild — or, at least, the first bright — day of 
Morel), in this year, I ■walked through what was once a 
country lane, betweeii the hostelry of the Half-moon at the 
bottom of Heme Hill, atid the secluded College of Dulwich. 

Id my young days, Crosated Lane waa a green bye-road 
traversable for some distance by carts ; but rarely so trav- 
ei-sed, and, for the moat part, little else than a narrow stiip 
of untilled field, separated hy blackberry hedges from the 
bett«r cared-for meadows ou each fiido of it: growing more 
weeds, therefore, tlian they, and perhaps in spring a primrose 
or two — white archangel — daisies plenty, and purple thistles 
in autumn. A slender rivulet, boasting little of its bright- 
ness, for there are no springs at Dulwich, yet fed purely 
enough hy the rain and moruLng dew, here trickled— there 
loitered — through the long grass beneath tlie hedges, and 
expanded itself, where it might, into moderately clear and 
deep pools, in wMch, under their veils of duck-weed, a fresh- 
water shell or two, eundiy curious little skipping shrimps, 
any quantity of tadjmles in their time, and even sometimes a 
tittlebat, oflered themselves to my boyhood's pleased, and not 
inaccurate, obser\-ation. There, my mother and I used to 
gather the first buds of the hawthorn ; and there, in after 
years, I used to walk in the summer slindows, as in a place 
wilder and sweeter than our garden, to think over any 
passage I wanted to make better than usual in Modern 
Painterly. 

So, as aforesaid, on the first kindly day of this year, being 
thoughtful more than usual of those old times, I went to look 
again at the place. 
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Often, both in those days, and since, I have put myself 
hard to it, vainly, to find words wherewith to tell of beautiful 
things ; but beauty has been in the world since the world 
was made, and human language can make a shift, somehow, 
to give account of it, whereas the peculiar forces of devasta- 
tion induced by modem city life have only entered the world 
lately ; and no existing terms of language known to me are 
enough to describe the forms of filth, and modes of ruin, that 
varied themselves along the course of Croxsted Lane. The 
fields on each side of it are now mostly dug up for building, 
or cut through into gaunt comers and nooks of blind ground 
by the wild crossings and concurrencies of three railroads. 
Half a dozen handfuls of new cottages, with Doric doors, 
are dropped about here and there among the gashed ground : 
the lane itself, now entirely grassless, is a deep-nitted, heavy- 
hillocked cart-road, diverging gatele^ly into various brick- 
fields or pieces of waste ; and bordered on each side by heaps 
of — Hades only knows what ! — mixed dust of every unclean 
thing that can crumble in drought, and mildew of ever}- unclean 
thing that can rot or rust in damp : ashes and rags, beer- bottles 
and old shoes, battered pans, smashed crocker}% shreds of 
nameless clothes, door-sweepings, floor-sweepings, kitchen gar- 
bage, back-garden sewage, old iron, rotten timber jagged with 
out-torn nails, cigar-ends, pipe-bowls, cinders, bones, aud ord- 
ure, indescribable ; and, variously kneaded into, sticking to, or 
fluttering foully here and there over all these, — remnants 
broadcast, of every manner of newspaper, advertisement or 
big-lettered bill, festering and flaunting out their last pub- 
licity in the pits of stinking dust and mortal slime. 

Tlie lane ends now where its prettiest windings once began ; 
being cut off by a cross-road leading out of Dulwich to a minor 
railway station : and on the other side of this road, wliat was 
of old the daintiest intricacy of it« solitude is changed into a 
straight, and evenly macadamised carriage drive, between new 
houses of extreme respectability, with good attached gardens 
and oflices — most of these- tenements being larger— all more 
pretentious, and many, I imagine, held at greatly higher rent 
than my father's, tenanted for twenty years at Heme Hill. 
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And it became matter of curious meilitation to me what must 
here become of children reaembhng my poor little dreamy 
quondam Belf in temper, anil thus brought up nt the same dis- 
tance from London, and in the same or better circumstances of 
worldly fortune ; but with only Crossted Lane jn its present 
condition for their country walk. The trimly kppt road be- 
fore their doors, such as one UHed to see in the fashionable 
suburbs of Cheltenham or Leamington, presents nothing to 
their study but gravel, and gas-lamp posts ; the modem ad- 
dition of a vermilion letter-pillar contributing indeed to the 
splendour, but scarcely to the interest of the scene ; and a 
chOd of any sense or fancy would hastily contrive escape from 
such a barren desert of politeness, and betake itself to investi- 
gation, such as might be feasible, of the natural history of 
Croxst«d Lane. 

But, for its sense or fancy, what food, or stimulus, can it 
find, in that foul causeway of if a youthful pilgrimage? What 
would have happened to myself, so directed, I cannot clearly 
imagine. Possibly, I might have got interested in the old 
iron and wood-shavings ; and become nn engineer or a car- 
penter : but for the children of to-day, accustomed fi-om the 
instant they are out of their cmdles, to the sight of this in- 
finite naatiness, prevailing as a fixed condition of the universe, 
over the face of nature, and accompanying all the operations 
of industrious man, what is to be the scholastic issue ? unless, 
indeed, the thrill of scientific vanity in the primary analysis 
of some unheard-of process of corruption — -or the reward of 
microscopic research in the sight of woiina with more legs, 
and acari of more curious generation than ever vivified the 
more simply smelling plasma of antiquity. 

One result of such elementary education ie, however, al- 
ready certain ; namely, that the pleasure which we may con- [ 
ceive taken by the children of the coming time, in the analysis 
of physical coiTuption, guides, into fields more dangeroiis and 
desolate, the expatiotion -of imaginative literature : and that 
the reactions of moral disease upon itself, and the conditions 
of languidly monstrous character developed in an atmotqihere 
of low Titaljty, have become the most valued material of mod- 
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em fiction, and the most eagerly discussed texts of modem 
philosophy, 

Tlie many concurrent reasons for this mischief may, I 
believe, be massed under a few general heads. 

L Tliere is first the hot fennentation and unwholesome 
secrecy of the population crowded into large cities, each mote 
in the misery lighter, as an individual soul, than a dead leaf, 
but becoming oppressive and infectious each to his neighbour, 
in the smoking mass of decay. The resulting modes of men- 
tal ruin and distress are continually new ; and in a cei*tain 
sense, worth study in their monstrosity : they have accordingly 
developed a corresponding science of fiction, concerned mainly 
with tlie description of such forms of disease, like the botany 
of leaf-lichens. 

In De Balzac's story of Father Gorioty a grocer makes a 
large fortune, of which he spends on himself as much as may 
keep him alive ; and on his two daughters, all that can pro- 
mote their pleasures or their pride. He marries them to men 
of i*ank, supplies their secret expenses, and provides for his 
favourite a separate and clandestine establishment with her 
lover. On his deathbed, he sends for this favourite daughter, 
who wishes to come, and hesitates for a quarter of an hour 
between doing so, and going to a ball at which it has boon for 
the last month her chief ambition to be seen. She linallv 
goes to the balL 

This story is, of course, one of which the violent contrasts 
and spectral catastrophe could only take place, or be con- 
ceived, in a large city. A village grocer cannot make a largo 
foriune, cannot marry his daughters to titled squires, and 
cannot die without having his children brought to him, if in 
the neighbourhood, by fear of village gossip, if for no better 
cause. 

IL But a much more profound feeling than this mere 
curiosity of science in morbid phenomena is concerned in the 
production of the carefullest forms of modem fiction. The 
disgrace and gi'ief resulting from the mere trampling pressure 
and electric friction of town life, become to the sufferers 
peculiarly mysterious in their undeservedness, and frightful 
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in their inevilableness. The power of all aurrountUnga over 
them for evil ; the incnpacity of their own miutla to refuse the 
pollution, and of their own wills to oppose the weight, of the 
staggering mass thut chokes (uid crushes them into perdition, 
bringa every law of healtliy existence into question with them, 
and evei-y alleged method of help and hope into doubt In- 
dignation, without any calming faith iu justice, and self-con- 
tempt, without any curative self-reproach, dull the intelli- 
gence, and degrade the conscience, into sullen incredulity of 
all sunshine outside the dunghill, or breeze beyond the waft- 
ing of its impurity ; and nt last a philosophy develops itself, 
partly satiric, partly consolatory, concerned only with the 
regenerative vigour of manure, and the necessary obscurities 
of fimetic Providence ; showing how everybody's fault is 
somebody else's, how infection has no law, digestion no will, 
and profitable dirt no dishonour. 

And tliuB au elaborate and iugeuious scholasticism, in what 
may be called the Divinity of Decomposition, has estabhshed 
itself in connection with the more recent forms of romance, 
giving them at once a complacent tone of clerical dignity, and 
an agreeable dash of heretical impudence ; while the incul- 
cated doctrine has the double advantage of needing no labori- 
ous scholarship for its foundation, and no painful self-denial 
for its practice. 

in. The monotony of life in the central streets of any great 
modern city, but especially in those of London, where every 
emotion intended to be derived by men from the sight of 
nature, or the sense of art, is forbidden for ever, leaves the 
ing of the heart for a sincere, yet changeful, interest, to be 
fed from one source only. Under natural conditions the 
degree of mental excitement necessary to bodily health is pro- 
videil by the course of the seasons, and the various skill and 
fortune of agriculture. In the countiy every morning of the 
year brings with it a new aspect of springing or fading 
nature ; a new duty to be fullilied upon earlh, and a new 
promise or warning in heaven. No day is without its inno- 
cent hope, its special prudence, its kiuilly gift, and its siihlime 
danger ; and in every process of wise husbandry, and every 
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effort of contending or remedial courage, the wholesome pas- 
sions, pride, and bodily power of the labourer are excited and 
exerted in happiest unison. The companionship of domestic, 
the care of serviceable, animals, soften and enlarge his Hfe 
with lowly charities, and discipline him in famiUar wisdoms 
and unboastful fortitudes ; while the divine laws of seed-time 
which cannot bo recalled, harvest which cannot be hastened, 
and winter in which no man can work, compel the impatiences 
and coveting of his heart into labour too submissive to be 
anxious, and rest too sweet to be wanton. What thought can 
enough comprehend the contrast between such life, and that 
in streets where summer and winter are only alternations of 
heat and cold ; where snow never fell white, nor sunsliine 
clear ; where the ground is only a pavement, and the sky no 
more tlian the glass roof of an ai*cade ; where the utmost 
power of a storm is to choke the gutters, and the finest magic 
of spring, to change mud into dust : where — chief ftnd most 
fatal difference in state, there is no interest of occupation for 
any of the inhabitants but the i*outiue of counter or desk 
within doors, and the effort to pass each other without col- 
lision outside ; so that from morning to evening the only pos- 
sible variation of the monotony of the hours, and lightening 
of the penalty of existence, must be some kind of niis(;hief, 
limited, unless by more than ordinary godsend of fatality, to 
the fall of a horse, or the shttiug of a pocket. 

I said that under these laws of inanition, the craving of the 
human heart for some kind of excitement could be supplied 
from one source only. It might Lave been thought by any 
other than a sternly tentative philosopher, that the denial of 
their natural food to human feelings would have provoked a 
reactionaiy desire for it ; and that the dreariness of the street 
would have been gilded by dreams of pastoral felicity. Ex- 
perience has shown the fact to be otherwise ; the thoroughly 
trained Londoner can enjoy no other excitement than that to 
which ho has been accustomed, but asks for that in continually 
more ardent or more virulent concentration ; and tbe ulti- 
mate power of fiction to entertain him is by varying to his 
fancy the modes, and defining for his dulness the horrors, of 
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Death. In the singlo novel of Blealc House there are nine | 
deaths (or left for death's, in the drop sceuej coi'efully wrought 
out or led up to, either by way of pleasing surprise, as the 
baby's at the bnckmaker's, or finished in their threatenings 
and suffering's, with as much enjoyment as can be contrived 
in the anticipation, and as mueh pathology aa can be concen- 
trated io the descriijtion. Under the following vorietiea of 
method : — 



One by asaoasination 

One by starvation, with phthisis 

One by chagrin 

One by spontaneous combustion 

One by sorrow 

One by remorse 

One by insanity 

One by paralysis 



Mr. Tulkiugbom- 

Joe. 

lUchai'd. 

Mr. Kiook. 

Ln^y Dedlock's lover. 

Ijkly Dedlock. 

Miss Flite. 

Sir Leicester. 



Besides the baby, by fever, and a lively young Frenchwoman 
left to be hanged. 

And all this,, observe, not in a tragic, adventurous, or mili- 
faiy stoiy, but merely as the further enhvenmeut of a narrative 
intended to be amusing ; and as a property representative 
average of the atatistiuB of civilian mortality in the centre of 
London. 

Observe further, and chiefly. It is not the mere number of 
deaths (which, if we count the odd troopers in the last scene, 
is exceeded in Old Mortality, ami reached, within one or two, 
both in Waaerle.ij and Guy ManitPring) that marks the peculiar 
tone of the modern novel It is the fact that all these deaths, 
but one, are of inoffensive, or at least in the world's estimate 
respectable persons ; and that they are all grotesquely either 
violent or miserable, purporting thus to illustrate the modem 
theology that the appointed destiny of a large average of our 
population is to die like rats in a drain, either by trap or 
poison. Not, indeed, that a lawyer in full practice can be 
usually supposed as faullless in tlie eye of heaven as a dove 
or a woodcock ; but it is not, in fonner divinities, thought the 
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■will of Providence that be should be dropped by a shot from 
a dient behind his firenscreen, and retrieved in the morning 
by his housemaid under the chandelier. Neither is Lady 
Dedlock less reprehensible in her conduct than many \vomen 
of fashion have been and will be : but it would not therefore 
have been thought poetically just, in old-fashioned morahty, 
that she should be found by her daughter lying dead, with 
her face in the mud of a St. Giles's churchyard. 

In the work of the great masters death is always either 
heroic, deserved, or quiet and natural (unless their purpose be 
totally and deeply tragic, when collateiTd meaiier death is per- 
mitted, like that of Polonius or Roderigo). In Old Martality, 
four of the deaths, Bothwell's, Ensign Grahame*s, Macbriar*s, 
and Evandale's, are magnificently heroic ; Bui'ley's and Oli- 
phant's long deserved, and swift ; the troopers', met in the 
discharge of their military duty, and the old miser's, as gentle 
as the passing of a cloud, and almost beautiful in its last words 
of — now unselfish^Kjare. 

* Ailie ' (he are ca*d me Ailie, we were auld acquaintance,) * Ailie, 
take ye care and hand the gear weel thegither ; for the name of Morton 
of Miluwood's gaue out like the last sough of an aiild sang.' And sue 
he fell out o' ae dwam into anothur, and ne er spak a word niair, unU>.><s 
it were something wo cou'dna mak out, about a dippod candle bfin^ 
gudo oneugh to see to dee wi\ lie coud ne'er bide to see a ni<mlded 
ane, and there was ane, hy ill luck, on the table. 

In Gay Mannering, the murder, though unpremeditated, of 
a single person, (himself not entirely innocent, but at least l)y 
heartlessness in a cruel function earning his fate,) is avenged 
to the uttermost on all the men conscious of the crime ; ^Ir. 
Bertitim's death, like that of his wife, brief in pain, and each 
told in the space of half-a-dozen lines ; and that of the 
heroine of the tale, self-devoted, heroic in the highest, and 
happy. 

Nor is it ever to be forgotten, in the comparison of Scott's 
with inferior work, that his own splendid powei's wore, even 
in early life, tainted, and in his latter years destroyed, by 
modem conditions of commercial excitement, then tirst, but 



FICTJON—FAIR AND FOUl. 



IGl 



rapidly, developing themselves. Tliere aro parts even iu hia 
Ifeat novels coloured to meet tostea which he despised ; and 
manj' pages written in hia later ones to lengthen his article 
for the indiscriminate iDorket. 

But there was one weakneaa of which bis heidthy mind re- 
mained incApable to the last In modem stories prepared for 
more refined or fastidious audiences than those of Dickens, 
the funereal excitement is obtained, for the moat part, not by 
the infliction of violent or disgusting death ; but in the sna- 
pense, the pathos, and the more or leas by all felt, and recog- 
nised, mortal phenomena of tlie sick-room. The temptation, 
to weak writera, of this order of subject is CBpecially great, 
because the study of it from the hviog — or dyiog — model ia 
BO easy, and to many has been the moat impressive part of 
their own peraonal experience ; while, if the description be 
given even with mediocre accuracy, a very liu-ge aeetiou of 
readers will admire its truth, and cherish its melancholy. 
Few authors of second or third rate genius can either record 
or invent a probable conversation in ordinary Ufe ; but few, 
on the other hand, are so destitute of observant faculty as to 
be unable to chronicle the broken ayllablea and languid move- 
ments of an invalid. The easily rendered, and too surely 
recognised, image of fiuniliar suffering ia felt nfc once to be 
real where all else had been false ; and the historian of the gest- 
ures of fever and words of delirium can coimt on the applause 
of a gratified audience as surely as the dramatist who intro- 
duces on the stage of bis flagging action a carriage that can 
be driven or a fountain that will flow. But the masters of 
strong imagination disdain such ^ork, and those of deep sen- 
I sihility shrink from it' Only under conditions of personal 

\ weakness, presently to be noted, would Scott comply with the 

H cravings of liis lower audience in scenes of terror like the 

H death of Frout-de-Bccuf. But he never once withdrew the 

L 



Netl, in the Old CuHmilj/ Shop, wu simpl; killed for tlie market, m 

bnlclier killa n lamb (shb Foreter'u Life), and Paul whs writtun uuder 

tlie same autiiltliuiia of ilhiesH nliioti affected Soott— a part ot the omi- 

paUies, grasping alike author and subject, factit iu JJombeg and 

LUIlc Dvriit. 
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sacred curiam of the sick-chamber, nor permitted tlie disgrace 
of wanton tears round the humiliation of strength, or the 
wreck of beauty. 

IV. No exception to this law of reverence will be found in 
the scenes in Cksur de Lion*s illness introductory to the prin- 
cipal incident in the Talisman. An inferior writer would 
have made the king charge in imagination at the head of his 
chivalry, or wander in dreams by the brooks of Aquitaine ; but 
Scott allows us to learn no more startling symptoms of the 
king's malady than that he was restless and impatient, and 
could not wear his armour. Nor is any bodily weakness, or 
crisis of danger, permitted to disturb for an instant the royalty 
of intelligence and heart in which he examines, trusts and 
obeys the physician whom his attendants fear. 

Yet the choice of the main subject in this story and its 
companion — the trial, to a point of utter torture, of knightly 
faith, and several passages in the conduct of both, more es- 
pecially the exaggerated scenes in the House of Btildringbam, 
and hermitage of Engedi, are signs of the gradual decline in 
force of intellect and soul which those who love Scott best 
have done him the worst injustice in their endeavoui^s to dis- 
guise or deny. Tlie mean anxieties, monil humiliations, and 
mercilessly demanded brain-toil, which killed him, show their 
sepulchral grasp for many and many a year before their final 
victor}' ; and the states of more or less dulled, distorted, and 
polluted imagination which cuhninato in C(L<tle. I)an(jcrou.% 
cast a Stygian hue over St. lionan's Well, TJte Fair Maid of 
Perthy and Anne of Geierstcin, which lowers them, tlio first 
altogether, the other two at frequent intervals, into ft^llowsliip 
with the normal disease which festers throughout the whole 
body of our lower fictitious Hterature. 

Fictitious ! I use the ambiguous word deliberately ; for it 
is impossible to distinguish in these tales of the prison-house 
how far their vice and gloom are thrown into theii* njauufact- 
ure only to meet a vile demand, and how far they are an in- 
tegral condition of thought in the minds of men trained 
from their youth up in the knowledge of Londinian and Pari- 
sian misery. The speciality of the i^lague is a delight in the 
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[ esposition of the relatiooa between ^\^i and decrepitude ; 
I and I cull tlie results of it literature 'of the prison-house,' be- 
I cause the thwarted habita of body and mind, which ai'e the 
I punishment of reckless crowding iu cities, become, in the 
issue of that punishment, frightful subjects of eschisive inter- 
est to themselves ; and the art of fiction in which they finally 
delight is only the more studied arrangement and illustration, 
by coloured firelights, of the daily bulletins of their own 
■wretchedness, iu the prison calendar, the police news, and 
the hospital report. 

The reader will perhaps be surprised at my separating the ' 
greatest work of Dickens, Olititi- Tiinul, with honour, from 
the loathsome mass to which it tj-pically belongs. That bookj 
is an earnest and uncaricatured record of states of crimin^"^ 
life, written with didactic purpose, fuU of the gravest inatruc- 
tion, nor destitute of pathetic studies of noble passion. Even 
the Mysterum of Paris and Gaboriau's Crime d'Augiaal are 
raised, by their deSniteness of historical intention and fore- 
warning anxiety, far above the level of their order, and may 
be accepted as photographic eri den ce of an otherwise incredi- 
ble civilisation, corrupted in the infernal fact of it, down to 
the genesis of such figures as the Vicomt« d'Augival, the 
Stabber,' the Hkeleton, and the She-wolf. But the effectual 
head of the wh<jle cretinous school is the renowned novel in 
which the hunchbacked lover watches the esecutioii of his 



it striking with dngger-paint, but ripping iritli knife- 
edge. Ti't 1 do him, anil La Loiire, itijustict> in dossing tlifm nilh the 
tn-o otiiera ; tliej are put together oaXy as parts in Ihe same pliantasm. 
Compare nilh La Louvu, the atrengtb of wjl<1 virtue iii llie 'Louve- 
cietine ' (Lucienne) of Gaboriau — she, proriiioe-born and bred ; aud op- 
posed to Parisian civiliBation in the charactar of her aniupstresB friend. 
' De CO Paris, oil elle (tail n^e, elle savait tout — elle conuaiEsait tout 
Rien ne 17'tonnait. nul ne rintimidait Sa HOience des ditiuls matpriels 
de I'Buistence iUit incoocevable. Irapowible da Ift duper I— Eh bien I 
cette fiile si laborieiise et si fconome n'arait iii(>me pas In ptue vague 
notion dea sentimeutn qui sonl rhouiiQUl de la femnie. Je a'arais pas 
idee d'uiiB si compliti! absence de Bene moral ; d uub si infonaciente 
depravation, d'unti impodeuoe si eSrontdment Dklve.' — L'Argenl iit» 
autrc4, vol. i. p. 303. 
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mistress from the tower of Notre-Dame ; and its strengfth 
passes gradually away into the anatomical prcpamtions, for 
the general market^ of novels like Poor Mii^a Finch, in which 
the heroine is bhnd, the hero epileptic, and the obnoxious 
brother is found dead with his hands dropped off, in the -cVrc- 
tic regions,* 

* The reader who cares to seek it may easily find medical evidence of 
the physical effects of certain states of brain diseai?e in i)roducing es- 
pecially images of truncated and Henues-like deformity, complicated 
with grossuess. Horace, in the KjHHlea, scoffs at it, but not without hor- 
ror. Luca Signorelli and Raphael in their arabesques are deeply struck 
by it: Durer, defying and playing with it alternately, is almost beaten 
down again and again in the distorted faces, hewing halberts, and sus- 
pended satyrs of his arabesques round the polyglot Lord's Prayer ; it 
takes entire possession of Balzac in the Coults Drohttiqucs ; it struck 
Scott in the earliest days of his childish * visions' intensified by the axe- 
stroke murder of his grand aunt ; L. i. 142, and see close of this note. 
It chose for him the subject of Wiq Heart of Midlothian^ and produced 
afterwards all the recurrent ideas of executions, tainting Xitjd almost 
spoiling Qiuntin Durmtrd — utterly the Fair Maid of l*(rth : and cul- 
minating in Biz^irrOt L. x. 149. It suggested all the deaths by fallinir, 
or sinking, as in delirious sleep — Kennedy, Eveline Neville (nearly 
repeated in Clara Mowbray), Amy Robsart, the ^Master of Ilavenswoo<l 
in the quicksand, Morris, and Corporal Grace-be-here —compare the 
dream of Gride, in Xicfiolan NickUhy^ and Dickens's own last words. <ni 
tfw ffi'0(i7idj (SO also, in my own intlaniniation of tin; brain, two years 
ago, I dreamed that I fell through the earth and came out on tlie otlu-r 
side). In its grotesque and distorting power, it j»ro(lu(;i*d all the fiirures 
of the Lav Goblin, Pacolet, Flibbertiuibbet, ('ockU'<leniov, GeolFrev 
Hudson, Fenella, and Nectabanus ; in Dickens it in like manner giv*'.-? 
Quilp, Krook, Smike, Smallweed, Mi.ss Mowelier, and the <lwarfs and 
Wax-work of Nell's caravan ; and runs entirely wild in lifinnfftt/ Jit((h;f\ 
whore, with a coi'ps de drame composed of one i<liot, two ma<imen. a 
gentleman fool who is also a villain, a shop-boy fool who is also a black- 
guard, a hangman, a shrivelled virago, and a doll in ribands — carryint^ 
this company through riot and fire, till he liangs the han^uian, nm* of 
the madmen, his mother, and the idiot, runs the Lrcntlenian-fooi throui:h 
in a blotxly duel, and burns and crushes the shop-boy fool into shaj^*'- 
lessne.«s, he cannot yet be content without shoot iult Ww spare Iovim-'s h ^ 
off, and marrying him to the doll in a wooden om* : thf shajx-lr^s shop' 
bov beiiicr finallv also married in tiro wooden ono<. Il is this mutilation, 
observe, whieh is the very sign manual of th** i»lai:ue ; joined, in the 
artistic forms of it, with a love of thorniness — (in their mystic root, the 
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This literature of tLe Prison-house, uDderstaDdiiig b^ the 
word not only the cell of Newgate, but alao and even n)ore defi- 
nitely tlie cell of the Hotel-Dieu, the Hiipital iles Fous, and 
the grated corridor with the dripping slabs of the Morgue, 

trunciitiDU of lh« limbl^sa wrpont and thu Rpinen of the dragon's wing. 
Compare Modtnl fiiintrr», vol. iv., ' CLiipter on Ibe Mountain Gloom,' 
B. IB) ; and in uU formii of It, with petrifaction ur lotm of poner br cold 
in the blood, irhenca the last Darwinian procuss of llie witolies' aliarm 
— ^'cool it with ahahoon'H bloal, then the charm in firm and good.' Tha 
two frescoes in the colossal handhills which have lately decorated the 
HtreetE of LoDdon (the baboon with the mirror, and tliu Ma^kelyne and 
Cooke decapitation) are the final English forms uf Raphael's arabesque 
under this influence ; and it is well worth while to get the number for 
the weefe ending April 3, 1880, of Young Folks — 'A magszine of in- 
Btrnctive and eutenaiiiing literature for bojB and girta of all ages,' con- 
taining 'A Sei]nel to Desdichado '([he modem deTelopnient of Ivanhoe), 
in which a quite monumentai example of the kind of art in qiieBtiou 
will be found m a leading liluatration of this oharacleristlo sentence, 
"See, good Cerberus," said Sir Itupeit, " my hand luu henn tlruck iiff. 
Tou mutt miUet wm a hiuul of irtm, one kUA tpring* in il, aa that J can 
make itffnup a dngger." The leit is also, as it professes lo be, instruo 
tire ; being the nitimate degeneration of what I have above called the 
' folly ' of Itanhot ; for folly begets folly down, and down ; and what- 
ever Scott and Turner did wrong lins thousands uf imitators — their 
wisdom none will so mnch as hear, how much less follow I 

In both of the Masters, it is always to be remembered that the evil 
and good are alike conditions of literal rmon : and therefore also, in- 
separably connected with the stalv of the health. I believe the Erst 
elements of all Scott's errors were in the milk of his consumptive nurse, 
which all but killed him as an infunt, L. i. 19— aiid was without doubt 
the cause of the teething fever that ended in liis lameness (L. i. SO). 
Then came (if the reader cares to know what I mean by Fors, let him 
read the page carefully) the fearful accidents to his only sister, and her 
death, Ii. L 17; then the madness of his nurse, who planned his own 
murder (21), then the stories continnally told him of the executions at 
Carlisle (34), his aunt's husband having seen them; issuing, he himself 
scarcely knows how, in the unaconnlable terror that came upon him at 
the sight of statuary, 'S\ — especially Jacob's ladder ; then the murder of 
tUn. Swinton. and finally the nearly fatal hunting of the hloodvessel at 
Kelso, with the succeeding nervous illness, 65-67— sol acsd, while he 
was being 'bled and blistered till he had scarcely a pulse left,' by that 
history of the Knights of Malta— fondly dwelt on and realised by actual 
modelling of their fortress, which returned to his mind fur the thema 
of its laat eSurt in pussiujj away. 



h. 
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having its central root thus in the He de Paris — or historically 
and pre-eminently the * Cit6 de Paris ' — is, when understood 
deeply, the precise counter-corruption of the religion of the 
Sainte Chapelle, just as the worat forms of bodily and mental 
ruin are the corruption of love. I have therefore called it 
'Fiction m6croyante,* with literal accuracy and precision ; 
according to the explanation of the word which the reader 
may find in any good French dictionary, ' and round its Arctic 
pole in the Morgue, he may gather into one Caina of gelid 
putrescence the entire product of modem infidel imagination, 
amusing itself with destruction of the body, and busying 
itself with aberration of the mind. 

Aberration, palsy, or plague, observe, as distinguished from 
normal evil, just as the venom of rabies or cholera differs 
from that of a wasp or a viper. The life of the insect and 
serpent deserves, or at least permits, our thoughts ; not so 
the stages of agony in the fury-driven hound. Tliere is some 
excuse, indeed, for the pathologic labour of the modern nov- 
elist in the fact that he cannot easily, in a city population, 
find a healthy mind to vivisect : but the greater part of such 
amateur surgery is the struggle, in an epoch of wild literary 
competition, to obtain novelty of material. The varieties of 
aspect and colour in healthy fruit, be it sweet or sour, may 
be within certain limits described exhaustively. Not so the 
blotches of its conceivable blight : and w^hile the symmetries 
of integral human character can only be traced by harmonious 
and tender skill, like the branches of a living tree, the faults 
and gaps of one gnawed away by corroding accident can be 
shuffled into senseless change like the wards of a C-liiibb lock. 

V. It is needless to insist on the vast field for this dice-cast 
or card-dealt calamity which opens itself in the ignorance, 
money-interest, and mean passion, of city marriage. Peasants 
know each other as children — meet, as they grow up in test- 
ing labour ; and if a stout farmer's son marries a liandless 
girl, it is his own fault Also in the patrician fatnilios of the 
field, the young people know what they are doing, and marry 

' * Se dit par deniprement, d'un chr^tien (lui ne croit pas les dogmca 
de sa religiou.* — Fleming, vol. ii. p. 659* 
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a ueiglibouring estate, or a covetable title, with some concep- 
tion of tbe resijoneibilitiea they undertake. But even among 
these, their season in the confused metropolis creates hcentious 
and fortuitous temptation before uuknowo ; and in tbe lower 
middle orilers, ati entirely new kingdom of discomfort and 
disgrace has been preached to them in the doctrines of un- 
bridled pleasure which are merely an apology for their pecul- 
iar forms of iUbreediog. It is quite curious bow often the 
catastrophe, or the leading interest, of a modern novel, turns 
upon the want, both in maid and bachelor, of tbe common 
self-command which was taught to their grandmothers and 
grandfathers as the first element of ordinarily decent behav- 
iour. Eashly inquiring the other day the plot of n modem 
story from a femule friend, I elicited, after some hesitation, 
that it hinged mainly on the young people's ' forgetting them- 
eetves in a boat ; ' and I perceive it to be accepted as nearly 
au axiom in the code of modern civic chivalry that tbe strength 
of amiable sentiment is proved by our incapacity on proper 
occasions to espress, and on improper ones to control it. The 
pride of a gentleman of the old school used to be in his power 
of saying what he meant, and being silent when he ought, 
(not to speak of the higher nobleness which best^iwed love 
where it was honourable, and reverence where it was due) ; 
but tbe automatic amours and iuvoluntary proposals of recent 
romance acknowledge little further law of morality than the 
instinct of an insect, or tbe effervescence of a chemical mixt- 
ure. 

There is a pretty little story of Alfred de Musset's, — La 
Mouche, which, if tbe reader cares to glance at it, will save 
me further trouble in explaining the disciplinarian authority 
of mere old-fashioned pobteness, as in some sort protective of 
higher things. It describes, with much grace and precision, 
a state of society by no means pre-eminently virtuous, or en- 
thusiastically hei-oic ; hi which many people, do extremely 
wrong, nnd none sublimely right. But as there are heights 
of which tbe achievement is unattempted, there are abysses 
to which fall is barred ; neither accident nor temptation wiH 
make any of the principal personages swerve from au adopted 
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resolution, or violate an accepted principle of honour ; people 
are expected as a matter of course to speak with propriety on 
occasion, and to wait with patience when they are bid : those 
who do wrong, admit it ; those who do right don't boast of 
it ; everybody knows his own mind, and everybody has good 
manners. 

Nor must it be forgotten that in the worst days of the self- 
indulgence which destroyed the aristocracies of Europe, their 
vices, however licentious, were never, in the fatal modem 
sense, 'unprincipled.' The vainest believed in virtue ; the 
idlest respected it, * Chaque chose avait son nom,' ' and the 
severest of English moralists recognises the accurate wit, the 
lofty intellect, and the unfretted benevolence, which redeemed 
from vitiated surroundings the circle of d'Alembert and Mar- 
monteL' 

I have said, with too sUght praise, that the vainest, in those 
days, * believed ' in virtue. Beautiful and heroic examples of 
it were alwavs before them ; nor was it without the secret sifr- 
uificance attaching to what may seem the least accidents in 
the work of a master, that Scott gave to both his heroines of 
the age of revolution in England the name of the queen of the 
highest order of English chivalr}'.* 

It is to say httle for the tyi)os of youth and maid which 
alone Scott felt it a joy to imagine, or thought it honourable 
to portray, that they act and feel in a sphere where they are 
never for an instant liable to anv of the weaknesses which 
disturb the cahn, or shake the resolution, of chastity and 
courage in a niodera novel. Scott lived in a country and time, 

* * A son iiom,* properly. The sentence is one of Victor Cherbiilioz's, 
in Proffpcr liaiuiocc, wliicli is full of other valuable ones. S(.:e tin. oM 
nurse's * ici has les choses vont de travers, conime un clnen qui va a 
vepres, p. 93 ; and compare Prosper's treasures, ' la pt*tite Venus, et le 
petit Christ d'ivoire,' p. 121 ; also Madame Rrehanne's request for the 
divertissement of * quelque belle batterie a coups de couteau ' with Did- 
ier*8 answer. *IIclas! madame, vous jouez de malheur, ici dans la 
Drome, Ton se massacre aussi pen que possible,' p. WW. 

*Edgeworth's Tales (Hunter, 1827), * Ilarringtun and Ormond,' vol. 
iii. p. 260. 

^ Alice of Salisbury, Alice Lee, Alice Bridgnorth. 
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when, from biglieat to lowest, but chiefly in that dignified Eind 
nobly severe ' middle class to which he himself belonged, & 
habit of serene aiid stoiuleas thought was as natural to the peo- 
ple as tlieii' mountain air. Women like Rose Bradwiu-dine and 
Aihe Dininout were the grace and guard of almost every house- 
hold (God be praised that the race of them ia not yet extinct, 
for all that ilall or Boulevard can do), and it has perhaps es- 
caped the notice of even attentive readers that the compara- 
tively uninteresting character of Sir Walter's heroes had always 
been studied among a class of youths who were dimply inca- 
pable of doing anything seriously wi-ong ; and could only be 
embarraseed by the cousequences of their levity or impru- 
dence. 

But there is another difference in the woof of n Waverley 
novel from the cobweb of a modem one, which depends on 
Scott's lai'ger view of human life. Maniagc is by no means, 
ia his conception of man and woman, the most important busi- 
ness of their existence ; ' nor love the only reward to be pro- ' 
posed to their virtue or exertion. It is not in his reading of 
the laws of Providence a necessity that virtue should, either 
by love or any other external bleBsiug, be rewarded at all ; ' 
and marriage is in all cases thought of as a constituent of the 
happiness of life, but not as its only interest, still less its only 
aim. And upon analysing with some care the motives of his 
principal stoiies, we shall often find that the love in them ia 
merely a light by which the sterner features of character are 
to be irradiated, and that the marriage of the hero is as sub- 
ordinate to the main bent of the story as Henrj- the Fifth's 

' Scotfa fnlher was Imbitually ascelic. ' I linva lieard liia son lell that 
it was comtuoii vi\i\\ liim, if &ny one obaerreil that the »uiip wia good, 
to tnste it ugaia, and 6a.y, " Yes — it is too gond, balms," aud dash a 
tQinblec of cold water into his plate.'— Lockharla Life (Black, Ediii- 
burgii, 1868:, vol i. p. 312. Iii oth«r places I refer lo this bouk in tiie 
simple form of 'L.' 

'A jrouug lady sang to me. jnat before I copied out this page for press, 
a Hiss Somebody's 'great song,' 'Live, and Love, and Die.' Had It 
been written for nothing butter tliau silkworms, it should at least have 
added — Spin. 

' Sec pa^si^o of introduction (o Ivanhoe, wieel; quoted in L. vi 106. 



170 FICTIOX—FAIR AND FOUL. 

courtship of Katherine is to the battle of Agincourt. Nay, the 
fortunes of the person who is nominally the subject of the tale 
are often little more than a backgi*ound on which grander 
figures are to be drawn, and deeper fates forth-shadowed. The 
judgments between the faith and chi\'alry of Scotland at Drum- 
clog and Bothwell bridge owe little of their interest in the 
mind of a sensible reader to the fact tliat the captain of the 
Popinjay is carried a prisoner to one battle, and returns a 
prisoner from the other : and Scott himself, while he watches 
the white sail that bears Queen Mary for the last time from 
her native land, very nearly forgets to finish his novel, or to 
tell us — and with small sense of anv consoLition to be had out 
of that minor circumstance, — that * Roland and Catherine were 
united, spite of their difiering faiths.' 

Neither let it be thought for an instant that the slight, and 
sometimes scornful, glance with which Scott passes over scenes 
which a novelist of our own day would have analysed with the 
airs of a philosopher, and painted with the curiosity of a gos- 
sip, indicate any absence in his heart of sympathy with the 
great and sacred elements of personal happiness. An era hke 
ours, which has with diligence and ostentation swept its heai't 
clear of all the passions once known as loyalty, patriotism, and 
piety, necessarily magnifies the appai'cut force of the one re- 
maining sentiment which sighs tlu-ougli the barren chambers, 
or clings inextricably round the chasms of ruin ; nor can it 
but regard with awe the unconquerable spirit whicli still 
tempts or betrays the sagacities of selfishness into error or 
frenzy which is believed to be love. 

That Scott was never himself, in the sense of tlic phrase as 
employed by lovers of the Paiisian school, *ivrc d'amour/ 
may be admitted without prejudice to his sensibility,' and that 
he never knew * lamor die move 1 sol e Taltre stc He,' was the 
chief, though unrecognised, calamity of his deeply chequered 
life. But the reader of lionour and feeling will not therefore 
suppose that the love which ]\Iiss Vernon sacrifices, stooping 
for an instant from her horse, is of less noble stamj), or less 

^ See below, note, p. 25, on the conchision of Wowhtock, 
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enduring faitli, than that wljicb troubles ami degrades the 
■whole esieteuce of Conauelo ; or tliat the affection of Jeanie 
Deans for tlie companion of her cliildhood, drawn like a field 
of soft blue heaven beyond the cloudy wrack of her Borrow, 
is less fully in ijossession of her soul than the hesitating and 
self- reproachful impulBea under which a modern heroine for- 
gets herself in a boat, or compromises herself in the cool of 
the evening. 

I do not wish to return over the waste ground we have trar- 
ersed, comparing, point by point, Scott's manner with those 
of BermoudBey and the Faubourgs ; but it may be, perhaps, 
interesting at this moment to examine, with illustration from 
those Waverley novels which have so lately retracted the atten- 
tion of a fair and gentle public, the universal conditions of 
' style,' rightly so called, whicli are in all f^es, and above all 
local currents or wavering tides of temi)orary manners, pil- 
lars of what is for ever sti'ong, and models of what is for ever 
&ir. 

But I must firBt define, and that within strict horizon, the 
works of Scott, in which his perfect mind may be known, and 
his chosen ways underatooih 

His great works of prose fiction, excepting only the first 
half-volume of Wacerleij, were all written in twelve years, 
1814-26 (of his own age forty-three to fifty-five), the actual 
time employed in their composition being not more than a 
couple of months out of each year ; and during that time only 
the morning hours and spare minutes during the professional 
day. 'Though the first volume of WaccrU-ti was begun long 
ago, and actually lost for a time, yet the other two were begim 
and finished between the 4lh of June and the first of July, 
during all which I attended my duty in court, and proceeded 
without loss of time or hindrance of business.' ' 

Few of (he maxims for the enforcement of which, in Mud- 
em Pairititni, long ago, I got tlie general character of a lover 
of parados, are more singular, or more sure, than the state- 
ment, apparently so encom-aging to the idle, that if a great 



' L. iv. 177. 
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thing can be done at all, it can be done easily. But it is in 
that kind of ease with which a tree blossoms after long years 
of gathered strength, and all Scott's great writings were the 
recreations of a mind confirmed in dutiful labcnir, and rich 
with organic gathering of boimdless resource. 

Omitting from our count the two minor and ill-finished 
sketches of the Black Dwarf and Legend of 3fontro8e, and, for 
a reason presently to be noticed, the unhappy St. Eonan\ the 
memorable romances of Scott are eighteen, falling into three 
distinct groups^ containing six each. 

The first group is distinguished from the other two by 
characters of strength and felicity which never more appeared 
after Scott was struck down by his terrific illness in 1819. 
It includes Waverley, Guy Mannenng, TJie Antiquary, Rob Buy y 
Old Mortality, and The Heart of Midlothian, 

The composition of these occupied the mornings of his 
happiest days, between the ages of 43 and 48. On the 8th of 
April, 1819 (he was 48 on the preceding 15th of August) he 
began for the first time to dictate — being unable for the ex- 
ertion of writing — The Bride of Lammermuir, * the affection- 
ate Laidlaw beseeching him to stop dictating, when his audi- 
ble suffering filled every pause. " Nay, Willie," he answered 
" only see that the doors are fast. I would fain keej) all the 
cry as well as all the wool to ourselves ; bat as for giving 
over work, that can only be when I am in woollen." ' * From 
this time forward the brightness of joy and sincerity of in- 
evitable humour, which perfected the imager}* of the earlier 
novels, are wholly absent, except in the two short iuteiTiils of 
health unaccoimtably restored, in which he wrote Redgauntlet 
and Nigel, 

It is strange, but only a part of the general simplicity of 
Scott's genius, that these revivals of eai-lier power were un- 
conscious, and that the time of extreme weakness in which he 
wrote St, Bonan's Well, was that in which he first asserted his 
own restoration. 

It is also a deeply interesting characteristic of his noble 
nature that he never gains anything by sickness ; the whole 

» L. vi. 67. 
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man breathes or faints as one creature ; the ache that gtiffena 
a limb chills his heart, and every pang of the stomach 
paralysea the brain. It ia not ao with inferior miuda,. in the 
workiDgs of which it is otf«n impossible to distinguish native 
from narcotic fancy, and throbs of conscience from those of 
indigestion. Whether in exaltation or languor, the colours of 
mind are aJways morbid, which gleam on the sea for the 
' Ancient Mariner.' and through the casemenfs on ' St. Agnes' 
Eve ; ' but Scott is at once blinded and stultified h}' eicluiess ; 
never has a fit of the cramp without spoiling a chapter, and ia 
perhaps the only author of ^ivid imagination who never wrote 
a foolish word but when he was ill. 

It remains only to be noticed on this point that any 
strong natural excitement, affecting the deeper springs of hia 
heart, would at once restore bia intellectual powers in all 
their fullness, and that, far towards their sunset : but that 
the strong will on which he prided himself, though it could 
trample upon pain, silence grief, and compel industry, never 
could warm hia imagination, or clear the judgment in his 
darker hours, 

I believe that this power of tbe heart over the intellect ia 
common to all great men ; hut what the special character of 
emotion was, that alone could lift Scott alwve the power of 
death, I am about to ask the reader, in a little while, to ob- 
serve with joj'ful care. 

The first series of romances then, above named, are all that 
exhibit tlie emphasis of his unharmed faoultiea The second 
group, composed in the three years subsequent to illness all 
but mortal, bear every one of them more or less the seal of it. 

They consist of the Biide of Lammermuir, fiiinkw, the 
Monastery, the Ablint, KmiilwoHh, and the Pirate.' The marks 
of broken heiolth on fill these are essentially twofold — pre- 
vailing melancholy, and fantastic improbability. Tliree of 
the tales are t^onizingly tragic, the Abbot scarcely less so in 
its main event, and Imnhoe deeply wounded through all its 

' 'Ono other such novel, and tliere'a an end : but wlio can last (or 
ever? who av«r laated so long ? '—Sydney Smith (of (lie Pinitf) to 
Jeffrej-, DeeeiuhHr 30, 1821. {LeOen, vol. ii. p. 323.) 
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bright panoply ; while even in that most powerful of the 
series, the impossible archeries and axestrokes, the incredibly 
opportune appearances of Locksley, the death of Ulrica, and 
the resuscitation of Athelstane, are partly boyish, partly fever- 
isli. Caleb in the Bridle, Triptolemus and Halcro in the 
Pirate, are all laborious, and the first incongruous ; half a 
volume of the Abbot is spent in extremely dull detail of Ro- 
hmd's relations with his fellow-servants and his mistress, 
which have nothing whatever to do with the future story ; 
and the lady of Avenel herself disappears after the first 
volume, *like a snaw wreath when its thaw, Jeanie.' The 
public has for itself pronounced on the Monastery, though as 
much too harshly as it has foolishly praised the horroi-s of 
Bavensicood and the nonsense of Lxinhoe ; because the modem 
public finds in the tortiure and adventure of these, the kind 
of excitement which it seeks at an opera, while it has no 
sympathy whatever with the pastoral happiness of Glendearg, 
or with the lingering simplicities of superstition which give 
histoiical likelihood to the legend of the "White Lady. 

But both this despised tale and its sequel have Scott*s 
heart in them. The first was begun to refresh himself in the 
inter\*als of artificial labour on Ivanhoe. * It was a relief,' he 
said, * to interlay the scenery most familiar to nie ' witli the 
strange world for which I had to draw so much on imagi- 
nation.' * Through all the closing scenes of the second he is 

^ L. vi. p. 188. Compare the description of Fairy Doan, vii. 102. 

^ All, alas \ were now in a great measure so written. IvanJioe, The 
Moiutntery, The AMwt and Ketulicarth were all published between De- 
cember 1819 and January 1821, Constable & Co. giving live thousand 
guineas for the remaining copyright of tliem, Sec^tt clearing ton thou- 
sand before the bargain was completed ; and before the Foriunrs of 
Nif/el issued from the press Scott had exclianged instruments and re- 
ceived his bookseller's bills for no less than four * works of fiction,' not 
one of them otherwise described in the deeds of ai^'reenient, to be pro- 
duced in unbroken succession, each of (hem to fill vp (if lead three njlumes^ 
but irith jiroper mrinf/ rUiuses as to increase of copy viomy in rase <tny of 
thrm should nm to four ; and within two years all tliis anticipation liad 
been wiped off by Peccril of tfm Paik^ Qu^ntiu Durucard, St. Uunan's 
111//, and UedgauntkL 
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rftised to hia own true level by Lin love for the queen. And 
withiu the code of Scott'awork to which I am about to appeal 
for illustration of his essential powers, I accept the Monastery 
ami Abliot, and reject from It the remaining four of this group. 

The List series contains two quite noble ones, Mrdgauntlet 
and Nigd ; two of yery high value, Durward and Woodgtoci! ; 
the aloveidy and diffuse Peueril, written for the trade ; the 
sickly Tides of the Crusaders, and the entirely broken and dis- 
eased St. Jiotian's Well. Tbis last I throw out of count aJto- 
getlier, and of the rest, accept only the four firat named aa 
sound work ; so that the list of the novels in which I propose 
to examine his methods and ideal standards, reduces itself to 
these following twelve (named in order of production) : 
IVauerli^y, Gwj Manvering, the Anliquary, Rob Moy, Old Mur~ 
taiUy, the Heart of Midlothian, the Monastery, the Abbot, the 
Forlune>i nf Ni'jel, Quenlin, Daricard, and Woodelock.^ 

It is, however, too late to enter on my subject in this arti- 
cle, which I may fitly close by pointing out some of the merely 
verbal characteristics of his style, illustrative in little ways of 
the questions we have been examining, and chiefly of the one 
which may be most embarrassing to many readers, the difler- 
ence, namely, between character and disease. 

One quite distinctive charm in the Waverleys is their modi- 
fied use of the Scottish dialect ; but it has not generally been 
observed, either by their imitators, or the authors of different 
taste who have written for a later public, that there is a differ- 
ence between the dialect of a langiiage, and its con-uptiou. 

A dialect is formed in any district where there are persona 
of int«lligence enough to use the Luiguage itself in oil its fine- 
ness and force, but under the particular conditions of life, 
climate, and temper, which introduce words peculiar to tho 
scenery, forms of word and idioms of sentence peculiai- to the 
race, and pronimciations indicative of their character and dis- 
position. 

' Wooiittork woa finiahed 26th March 18311. He knew then ot hia 
mln ; mid wrote In LitterneB^, but not lu wt-aknesB. The clobing pftgva 
■te the most hi^nutifiil of the book. But u niuulti alturwiinU Lady Soott 
divd ; tiiid he buvht urote glad word morti. 
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Thus ' bum ' (of a sireainlet) is a word possible only in a 
country where there are brightly running waters, ' lassie/ a , 
word possible only where girls are as free as the rivulets, and 
'auld/ a form of the southern 'old,' adopted by a race of 
finer musical ear than the English. 

On the contrary, mere deteriorations, or coarse, stridulent, 
andy in the ordinary sense of the phrase, ' broad ' forms of 
utterance, are not dialects at all, having nothing dialectic in 
them, and all phrases developed in states of rude employment^ 
and restricted intercourse, are injurious to the tone and nar- 
rowing to the power of the language they affect Mere 
breadth of accent does not spoil a dialect as long as the speak- 
ers are men of varied idea and good intelligence ; but the mo- 
ment the life is contracted by mining, millwork, or any op- 
pressive and monotonous labour, the accents and phrases be- 
come debased. It is part of the popular folly of the day to 
find pleasure in trying to write and spell these abortive, crip- 
pled, and more or less brutal forms of human speech. 

Abortive, crippled, or brutal, are however not necessarily 
' corrupted ' dialects. Corrupt language is that gathered by 
ignorance, invented by vice, misused by insensibility, or 
minced and mouthed by affectation, especially in the attempt 
to deal with words of which only half the ineaning is under- 
stood, or half the sound heard. Mrs. Gamp's * apeiiontly so * 
— and the * undermined ' with primal sense of undcnniue, of 
— I forget which gossip, in the Mill on the Flatus, are niaster- 
and mistress pieces in this latter kind. Mrs. Malaprop s * al- 
legories on the banks of the Nile * are in a somewhat higher 
order of mistake : Miss Tabitba Bramble's ignorance is vul- 
garised by her selfishness, and Winifred Jenkins' by her con- 
ceii The * wot ' of Noah Cla^'pole, and the other degradations 
of cockneyism (Sam Wellerand his father are in nothing more 
admirable than in the power of heart and sense that can 
purify even these) ; the *trewth' of Mr. Chadband, and 
*natur' of Mr. Squeers, are examples of the coniiption of 
words by insensibility : the use of the word * bloody ' in mod- 
em low English is a deeper corruption, not alteiing the fonu 
of the word, but defiling the thought in it. 
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Thus iDUcli being' understood, I shall proceed to examine 
thoi-oughly a fragment of Scott's Lowland Scottish dinlect ; 
not chooHiug it of the most beautiful kind ; on the contrarj-, 
it shall be a piece reaching as low down as lie ever allows 
Scotch to go — it ia perhaps the only unfair patriotism in him, 
that if ever lie wants a word or two of really viUnnoiis slang, 
he gives it in English or Dutch — not Scotch. 

I had intended in the close of tbia paper to analyse and com- 
pare the characters of Andrew Fairseri-ice and Richie Moni- 
pbes (or esaniples, the former of innate evil, unaffected by ex- 
ternal influences, and undiseosed, but distinct from natural 
goodness as a nettle is distinct from balm or lavender ; and 
the latter of innate goodness, contracted and pinclied by cir- 
cumstance, but still undiseased, as au oat-leaf crisped by frost, 
not by the worm. This, with much else in my mind, I must 
put off; but the careful study of one sentence of Andrew's 
will give US a good deal to think of. 

I take bis account of the rescue of Glaagow Cathedral at the 
time of the Reformation. 

Ah I it's a bi-ave kirk — uane o' yere ■wbigmaleeriea and 
curliewurlies and opensteek hems about it — n' solid, wefl- 
jointed moson-wark, that will stnud ns lang as the 'warld, keep 
hands and gunpowther aff it It bad amaist a douncome long 
Bjne at the Reformation, when they pu'd doun the kij'ks of 
St. Andrews and Perth, and tbereawa', lo cleanse thom o' Pap- 
ery, and idolatry, nnd image- worship, and surijlicea, and sic- 
like rags o' the muckle huro that sittetb on seven hills, as if 
one wasna braid eneugh for her auld hinder end. Sae the 
commons o' Renfrew, and o' the Barony, and the Gorbals, and 
a' about, they behoved to come into Glasgow ae foil- moralng, 
to try their band on purging the High Kirk o' Popish nick- 
nackets. But the townsmen o' Glasgow, they were feni-ed 
their auld edifice might slip the girths in gaun through siccan 
rough physic, sae they rang the common bell, and assembled 
the train-bands wi' took o' drum. By good luck, the worthy 
James Rabat was Dean o' Guild that year — (nnd a gtide ma- 
son he was himsell, made him the keener to keep up the iiuld 
bigging), and the trades assembled, and offered downright 
battle to the commons, rather than tlieir kirk should coup the 
crans, as others had done elsewhere. It wasna for luve o' 
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Paperie — na, na! — nane could ever say tliat o' the trades o' 
Glasjsrow — Sae they sune came to an agreement to take a' the 
idolatrous statues of sants (sorrow be on them I) out o' their 
neuks — And sae the bits o' staiie idols were broken in pieces 
by Scripture warrant, and flung into the Molendinar bum, and 
the auld kirk stood as crouse as a cat when the flaesare kaimed 
aflf her, and a'body was aUke pleased. And I hac heard wise 
folk say, that if the same had been done in ilka kirk in Scot- 
land, the Reform wad just hae been as pure as it is e'en now, 
and we wad hae mair Christian -like kirks ; for I liae been sae 
lang in England, that naething will drived out o* my head, 
that the dog-kennel at Osbaldistone-Hall is better than mony 
a house o* God in Scotland. 

Now tliis sentence is in the first place a i)iece of Scottish 
history of quite inestimable and concentrated value. Andrew s 
temperament is the type of a vast class of Scottish — shall we 
call it * soto-thistlian * — mind, which necessarilv takes the view 
of either Pope or saint that the thistle in Lebanon took of the 
cedar or lilies in Lebanon ; and the entire force of the pas- 
sions which, in the Scottish revolution, foretold and forearmed 
the French one, is told in this one paragraph ; the coarseness 
of it^ observe, being admitted, not for the sake of the laugh, 
any more than an onion in broth merely for its flavour, but 
for the meat of it ; the inherent constancy of that coarseness 
being a fact in this order of mind, and an essential part of the 
history to be told. 

Secondly, observe that this speech, in the religious passion 
of it, such as there may be, is entirely siiiccre. Andrew is a 
thief, a liar, a coward, and, in the Fair service from which he 
takes his name, a hyjiocrite ; but in the form of prejudice, 
which is all that his mind is capable of in the j^lace of religion, 
he is entirely sincere. He does not in the least pretend detes- 
tation of image worahip to please his master, or any one else ; 
he honestly scorns the * cumal morality ' as dowd and fusion- 
less as rue-leaves at Yule ' of the sermon in the upper cathe- 
dral ; and when ^^Tapt in critical attention to the ' real savour 
o' doctrine* in the ciypt, so completely forgets the hypocrisy of 

' Compare Mr. Spurgeou's not iinfretiueiit oratious on the same sub- 
ject. 
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his fair service as to return hia master's attempt to disturb 
Mm with btird punches of the elbow. 

Thirdly. He is a man of no mean sagacity, quite up to the 
average stamlard of Scottish common seuae, not n low one ; 
and, though incapable of underatamling any manner of lofty 
thought or passion, is a shrewd measurer of weaknesses, and 
not without a spark or two of kindly feeUng. See first his 
sketch of his master's character to Mr. Hainniorgaw, begin- 
ning : ' He's no a'thegither sae void o' sense, neither ; ' and 
then the close of the dialogue : ' But the lad's no a hnd latl 
after a', and he needs some carefu' body to look after him.' 

Fourtlily. He is a good workman ; knows his own business 
■well, and can judge of other craft, if sound, or othei-wise. 

All these four qualities of him must be known before we 
can understand this single speech. Keeping them in mind, 
I take it up, word by word. 

You observe, in the outset, Scott mokes no attempt what- 
ever to indicate accents or modes of pronunciation by changed 
spelling, unless the word becomes a quite definitely new and 
Bcarcely writeable one. The Scottish way of pronouncing 
•James," for instance, is entirely pecuhar, and extremely pleas- 
ant to the ear. But it is bo, just because it does not change 
the word hito Jeema, nor into Jims, nor into Jawms. A mod- 
em writer of dirdecta would think it amusing to use one or 
other of these ugly spellings. But Scott writes the name in 
pure Euglisli, knowing that a Scots reader will speak it right- 
ly, and an English one be wise in letting it alone. On the 
other hand he writes ' weel ' for ' well,' because that word is 
complete in its change, and may be very closely expressed by 
the double c. The ambiguous ' u's in ' gude ' and ' sune ' are 
admitted, because fur liker the sound than the double o would 
be, and that in ' hure,' for grace' anke, to soften the ivord ; — 
BO also ' fiaes ' for ' fleas.' ' Mony ' for ' many ' is again posi- 
tively right in sound, and ' neuk ' differs from our ' noot ' in 
sense, and is not the same word at all, as we shall presently see. 

Secondly, observe, not a word is corrupted in any indecent 
haste, slowness, slovenliness, or incapacity of pronunciation. 
There is no liupiug, drawling, slobbering, or snufHLng ; the 
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speech is as clear as a bell and as keen as an arrow : and its 
elisions and contractions are either ipelodious, (' na,' for 'not,' 
— 'pu'd,' for * pulled,') or as normal as in a Latin verse. The 
long words are delivered without the slightest bungling ; and 
' bigging ' finished to its last g, 

I take the important words now in their places. 

Brave. The old English sense of the word in ' to go brave ' 
retained, expressing Andrew's sincere and respectful admira- 
tion. Had he meant to insinuate a hint of the church's being 
too fine, he would have said ' braw.' 

Kirk. This is of course just as pure and unprovincial a 
word as • Kirche,* or ' 6glise.' 

Whigmaleerie. I cannot get at the root of this word, but it 
is one showing that the speaker is not bound by classic rules, 
but will use any syllables that enrich his meaning. ' Nip- 
perty-tipperty ' (of his master's ' poetry-nonsense ') is another 
word of the same class. ' Curlieurlie ' is of course just as pure 
as Shakespeare's * Hurly-burly.' But see first suggestion of 
the idea to Scott at Blair-Adam (L. ^d. 264). 

Opensteck hems. More description, or better, of the later 
Gothic cannot be put into four syllables. ' Steek,' melodious 
for stitch, has a combined sense of closing or fastening. And 
note that the later Gothic, being precisely what Scott knew 
best (in Melrose) and liked best, it is, here as elsewhere, quite 
as much himself ' as Frank, that he is laughing at, when he 
laughs xcith Andrew, whose ' opensteek hems ' arc only a nider 
metaphor for his own ' willow-wTeaths changed to stone.* 

Ounpowiher. ' -Ther ' is a lingering vestige of the French 
'-dre.' 

Syne, One of the melodious and mysterious Scottish wonls 
which have partly the sound of wind and stream in them, and 
partly the range of softened idea which is like a distance of 
blue hills over border land (* far in the distant Cheviot's blue '). 
Perhaps even the least sympathetic 'Englisher' might rocog- 
nise this, if he heard * Old Long Since ' vocally substituted 

' Tliere are tliree definite and intentional portr.aits of himself, in the 
novels, each giving a separate part of himself : Mr. OMbuck, Frank Os- 
baldlstone, and Alan Fairford. 
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for the Scottisli norda to tlie ajr. 1 do not know the root; 
but the woriVa proper meaning ia not 'since,' but before or 
after tui interval of some duration, 'as weel euue as sj-ne.' 
' But first on Sawnie gies a ca'. Syne, bauldly in she enters.' 

Behoved (lo conic). A rich word, with peculiar idiom, al- 
ways used more or less ironically of anything done under a 
partly mistaken and partly pretended notion of duty. 

Sitvan. For prettier, and fuller in meaning tlian 'euch.' 
It contains an added sense of wonder ; and means properly 
' so great ' or ' so unusual' 

Touk (o' tlrmit). ClasEdcal 'tuck' from Italian ' toccata,' the 
preluding 'touch' or flourieh, on any instrument (but see 
Johnson under word 'tucket,' quoting Othello). The deeper 
Scottish vowels are used here to mark tbe deeper sound of 
tbe bass drum, as in more solemn warning. 

Big'jir^g. The only word in all tbe sentence of which tbe 
Scottish form is less melodious than tbe EngUsb, ' and wbat 
for no,' seeing that Scottish architecture is mostly UttSe be- 
yond Bessie Bell's and Mary Gray's ? ' They biggit a bow're 
by yon burnside, and tbeekit it ow're wi rasbes.' But it is 
pure Anglo-Saxon in roots ; see glossary to Fai^bau^l's edition 
of the Douglas Virgil, 1710. 

Coup. Auotber of tbe much-embracing words ; short for 
'upset,' but with a sense of awkwardness as tbe inherent 
cause of fall ; compai-e Hicbie Mouiplies {also for sense of 
' behoved ') : ' Ae auld birijlin deevil of a potter beliored jilst 
to step in my way, and offer me a pig (earthem j>ot — etym. 
dub.); as be said " just to put my Scotch ointment in ; " and I 
gave hi in a puab, as but natural, and tbe tottering deevil 
coupit owre amnng bis own pigs, and damaged a score of 
them.' So also D.ondie Dinmont in tbe postcbaise : ' 'Od ! I 
hope they'll no coup us.' 

77ie CrariB. Idiomatic ; root unknown to me, but it means 
in this use, full, total, and without recovery. 

Motendinar. From 'uiolendinum.'the grinding-place. I do 
not know if actually the local name,' or Scott's invention. 

' Andrew knows Lilin, anil niigbt hive coined tha word in liia con- 
celt ; but, writlui; to a kind friund iu Glasgow, I find tim liriiok was 
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Compare Sir Piercie's 'Molinara&' But at all events used 
here with bye-sense of degradation of the formerly idle saints 
to grind at the milL 

Grouse, Courageous, softened with a sense of comfort. 

lUca, Again a word with azure distance, including the 
whole sense of * each ' and ' every.' The reader must carefully 
and reverently distinguish these comprehensive words, which 
gather two or more perfectly understood meanings into one 
chord of meaning, and are harmonies more than words, from 
the above-noted blunders between two half-hit meanings, 
struck as a bad piano-player strikes the edge of another note. 
In English we have fewer of these combined thoughts ; so 
that Shakespeare rather plays with the distinct lights of his 
words, than melts them into one. So again Bishop Douglas 
spells, and doubtless spoke, the word ' rose,' differently, ac- 
cording to his purpose ; if as the chief or governing ruler of 
flowers^ * rois,* but if only in her own beauty, rose. 

ChrvAian4ike, The sense of the decency and order proper 
to Christianity is stronger in Scotland than in any other coun- 
try, and the word 'Christian' more distinctly opposed to 
' beast' Hence the back-handed cut at the English for their 
over-pious care of dogs. 

I am a little surprised myself at the lenp:th to which this 
examination of one small piece of Sir Walter's first-rate work 
has carried us, but here I must end for this time, trusting, if 
the Editor of the Nineteenth Century permit me, yet to tres- 
pass, perhaps more than once, on his readers' patience ; but, 
at all events, to examine in a following paper the technical 
characteristics of Scott's own style, both in prose and verse, 

called * Molyndona * even before the building of the Sub-dean 31111 in 
1440. See also account of the locality in Mr. George's admirable vol- 
ume, OW GlmtgoWy pp. 129, 149, &c. The Protestantism of (ilasgow, 
since throwing that powder of saints into her brook Kidron, has pre- 
sented it with other pious offerings ; and my friend goes on to say that 
the brook, once famed for the purity of its waters (much used for bleach- 
ing\ *has for nearly a hundred years been a crawling stream of loath- 
someness. It is now bricked over, and a carriage way made on the top 
of it ; underneath the foul mess still passes tlirough the heart of the 
city, till it ffills into the Clyde close to the harbour.' 
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together with Byron's, ns opposej to our faslnonftbly recent 
dialects and rhj'tbiua ; the essential virtues of language, in 
both the mostei's of the old school, hinging ultimately, httle 
as it might be thought, on cei-tain unalterable views of theirs 
concerning the code called 'of the Ten ComniandmentB,' 
wholly at variance with the dogmas of automatic morality 
which, summed again by the witches' hne, ' Fair is foul, and 
foul is fair,' hover through the fog and filthy air of our pros- 
.perouB England. 

Jous Ei'sKis. 



' 3e hated greelinffn in Ike markef -place, and there were gener- 
ally loiterers in the streets to persecute him eUher about the 
etviiU of the day, or about some petty pieces of business.' 

These lines, which the reader will find near tlie beginning 
of the sisteentb chapter of tlie first volume of the Antiquari/, 
contain two indications of the old man's character, which, re- 
ceiving the ideal of him as a jjortrait of Scotfc himself, are of 
extreme interest to me. Tliey mean essentially that neither 
Monkbama nor Scott had any mind to be called of men. 
Rabbi, in mere hearing of the mob ; and especially that they 
hated to be drawn back out of their far-away thoughts, or 
forward out of their long-ago thoughts, by any manner of 
' daily ' news, whether printed or gabbleti Of which two 
vital characteristics, deeper in both the men, (for I must 
always speak of Scott's creations as if they were as real as 
himself,) than any of their superficial vanities, or passing en- 
thusiasms, I have to speak more at another time. I quote the 
passage just now, because tliere was one piece of the daily 
news of the year 1815 which did extremely interest Scott, and 
materially direct the labour of the hitter port of his hfe ; nor 
is there any piece of history in this whole nineteenth centmy 
quite BO pregnant with various instruction as the study of the 
reasons which influenced Scott and BjTon in theu- opposite 
views of the glories of the battle of Waterloo. 

But I quote it for another reason also. The principal 
greeting which Mr. Oldhuek on this occasion receives in the 
market-jilace, being compared with the speech of Andrew 
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Fairservice, examined in mj first paper, will f umiah me with 
the text of what I have mainly to say in the present one. 

'"Mr. Oldbuok," said the town-clerk (a more important 
person, who came in front and ventured to stop the old gentle- 
man), '' the provost, imderstanding you were in town, begs on 
no account that youll quit it without seeing him ; he wants 
to speak to ye about bringing the water frae the Fairwell 
spring through a part o' your lands." 

* " What the deuce ! — ^have they nobody's land but mine to 
cut and carve on ? — I won't consent, tell them." 

* " And the provost," said the clerk, going on, without 
noticing the rebuff '^ and the council, wad be agreeable that 
you should hae the auld stanes at Donagild's Chapel, that ye 
was wussing to hae." 

« " Eh ?— what ?— Oho I that's another story— Well, well, 
m call upon the provost, and we'll talk about it" 

*"But ye maun speak your mind on't forthwith, Monk- 
bams, if ye want the stanes ; for Deacon Harlewalls thinks 
the carved through-stanes might be put with advantage on 
the front of the new council-house — that is, the twa cross- 
legged figures that the callants used to ca' Bobbin and Bob- 
bin, ane on ilka door-cheek ; and the other stane, that they 
ca'd Ailie Dailie, abune the door. It will be very tastefu', the 
Deacon Siiys, and just in the style of modern Gothic." 

' " Good Lord deliver me from this Gothic generation ! " 
exclaimed the Antiquary, — **a monument of a knight- temi^lai' 
on each side of a Grecian porch, and a Madonna on the top 
of it ! — crim/ni ! — Well, tell the provost I wish to have the 
stones, and we'll not differ about the water-course. — It's lucky 
I happened to come this way to-day." 

* They parted mutually satisfied ; but the wily clerk had 
most reason to exult in the dexterity he had di8i)layed, since 
the whole proposal of an exchange between the mouumeuts 
(which the council had determined to remove as a nuisance, 
because they encroached three feet upon the public road) ami 
the privilege of conveying the water to the burgh, through 
the estate of Monkbams, was an idea which had originated 
with himself upon the pressure of the moment' 
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In this single page of Scott, will the reader please note the 
kind of prophetic instinct with which the great men of every 
age mark and forecast its destinies ? The water from the 
Fairwell ia the future Thirlmere carried to Manchester ; the 
'auld stanos'' at Donagild's Chapel, removed aa a vitinanre. 



' The folloiring frsgiaeiitB out of the lallera ii 
written by Seotl to the builder of Abbotsford, as the outer deoorationa 
of the house were in proceES of oompletion, will Ehow how accurately 
Bcott had pictured himself in MoukbomB. 

'Abbotsford: April SI, 1817. 

' De»r Sir,— Nothing can be more obliging than joar attention to the 
old stones. You bave been as true as the Hundial itself.' [The sundial 
liad juat been erected. ] ' 0/ the two I would prefer the larger one, as 
it ia to be in front of a parapet quite in llie old taste, llut in case of 
accidents it will be safest in your custody till I come to town again on 
the 12th of Hay. Tour former favours (which were weighty as accept- 
able) have come safely out here, aud will b« disposed of with great 
effect.' 

' AbbotiTord : July 80. 

' I fancy the Tolbooth fitill keeps itB feet, bat, as it must soon descend, 
I hope you will remember me. I have an important use for the niche 
above the door ; and tliough mnuy a man has got a niche in the Tol- 
booth by building, I believe I am the first that ever got a niche out of 
it on such an occasion. For which I have In thank your kindness, and 
to remain very much jonr obliged humble servant, 

' Waltbh Scott," 

' August 16. 

'Hy dearSlr,— I trnuble yon with this [mc] few lines to thank you 
tor the very accurate drawings and measurements of the Tolbootb door, 
and for your kind promise (o atlend to my iuterest and that of Abbots- 
ford in the matter of the Thistle and Fleur da Lis. Most of our scutch- 
eons are now mounted, and look very well, na the house !i something 
kfter the model of an old hall (uot a castle), where such things are well 
in character. ' [Alas-Sir Walter, Sir WMer 1 1 '1 intend the old lion 
to predominate over a well which the children have christened the 
Foantain of the Lions. His present den, however, continues to be the 
hall at Castle Street.' 

' September 5. 

' Dear Sir, — I am greatly obliged to yoa for securing the stone. I am 
not sure that I will pot up the gale quite in the old form, but I would 
like to secure (lie mi.-auB of doing su. '~ 
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foretell the necessary Tiew taken bj modern cocknejism. 
Liberalism, and progress, of all things that remind them of 
the noble dead, of their father's fame, or of their own duty ; 
and the public road becomes their idol, instead of the saint's 
shrine. Finally, the roguery of the entire transaction — ^the 
mean man seeing the weakness of the honourable, and 'best- 
ing ' him — in modem slang, in the manner and at the pace of 
modem trade — ' on the pressure of the moment' 

But neither are these things what I have at present quoted 
the passage for. 

I quote it, that we may consider how much wonderful and 
Yarious history is gathered in the fact, recorded for us in this 
piece of entirely fair fiction, that in the Scottish borough of 
Pairport, (Montrose, really,) in the year 17 — of Christ, the 
knowledge given by the pastors and teachers provided for its 
children by enlightened Scottish Protestantism, of their 
fathers' history, and the origin of their religion, had resulted 
in this substance and sum ; — that the statues of two crusading 
knights had become, to their children, Eobin and Bobbin ; 
and the statue of the Madonna, Ailie Doilie. 

A marvellous piece of history, truly : and far too compre- 
hensive for general comment here. Only one small piece of 
it I must carry forward the readers* thoughts upon. 

The pastors and teachers aforesaid, (represented typically in 
another port of this errorless book by IMr. Blattergowl) are 

put up, and have a very happy eifect. If you will have the kindness 
to let me know when the Tolbooth door comes down, I will send in my 
carts for the stones ; I have an admirable situation for it. I suppose the 
door itself [he means, the wooden one] ' will be kept for the new jail ; 
if not, and not otherwise wanted, I would esteem it curious to possess 
it. Certainly I hope so many sore hearts will not pass through the 
celebrated door when in my possession as lieretof ore. ' 

* September 8. 

* I shonld esteem it very fortunate if I could have the door al.«4o, 
though I suppose it is modern, having been burned down at the time of 
Porteous-mob. 

* I am very much obliged to the gentlemen who thought these re- 
mains of the Heart of Midlothian are not ill bestowed on their intended 
possessor.* 
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not, whatever else they may have to answer for, answerable 
for theae names. The names are of the cluklreo's own choos- 
ing and bestomng, but not of the children'a own inventing. 
'Robin 'ia a chisaically endearlDg cognomen, recording the 
errant heroism of old days — the nanae of the Bruce and of 
Rob Roy, ' Bobbin ' ia a poetical and symmetricnl fulfilment 
and adornment of the originEtl phrase. ' Ailie ' is the last 
echo of ' Ave,' changed into the softest Scottish Christian 
name familiar to the children, itself the beautiful feminine 
form of royal ' Loiiia ; ' the ' D/iiHe ' again symmetrically 
added for kinder and more miisical endearment. The last 
vestiges, you see, of honour for the heroiam and religion of 
their ancestors, lingering on tlie lips of babes and sucklings. 

But what is the meaning of this necessity the children find 
themselves under of completing the nomenclature rhythmi- 
cally and rhyiuingly ? Note first the difference carefully, and 
the attainment of both qualities by the couplets in question. 
Rhythm is the syllabic and quantitative measure of the words, 
in which Robin, both in weight and time, balances Bobbin ; 
and Dailie holds level scale with Ailie. But rhyme is the 
added correspondence of sound ; unknown and undesired, so 
far as we con learn, by the Greek Orpheus, but absolutely 
essential to, and, aa special virtue, becoming titular of, the 
Scottish Thomas. 

The ' Ryme,' ' you may nt first fancy, is the especially 
cbildiah part of tho work. Not so. It is the especially chiv- 
alric and Chriatiau part of it It characterises the Christian 
chant or canticle, as a higher thing than a Greek ode, melos, 
or hymnos, or than a Latin carmen. 

Think of it, for this again is wonderful ! That these chil- 
dren of Montrose should have an element of music in their 
souls which Homer had not, — which a meloa of David the 
Prophet and King had not, — which Orpheus ami Araphion 
had not, — winch Apollo's unrymed oracles became mute at 
tho sound of. 

' Hencefomird, not in affeotatJon, but tor the reader's better con- 
venience, I Ehitil aoatiaae to Bpell 'Byme' withoat our wronglj 
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A strange new eqtdtj ibis, — melodious justice and judg- 
ment as it were, — in all words spoken solenmly and ritualist- 
ically bj Cbristian buman creatures ; — Robin and Bobbin — 
by ttie Crusader's tomb, up to ' Dies irsB, dies iUa,' at judg- 
ment of tbe crusading soul. 

You have to imderstand this most deeply of all Christian 
minstrelS) from first to last ; that they are more musical, be- 
cause more joyful, than any others on earth : ethereal min- 
strels, pilgrims of the sky, true to the kindred points of 
heaven and home ; their joy essentially the sky-lark's, in 
light, in purity ; but, with their human eyes, looldng for the 
glorious appearing of something in the sky, which the bird 
cannot 

This it is that changes Etruscan murmur into Terza rima — 
Horatian Latin into Proyen9al troubadour's melody ; not, be- 
cause less artful, less wise. 

Here is a little bit, for instance, of French ryming just 
before Chaucer's time — near enough to our own fVench to be 
intelligible to us yet 

' O qnant tr^-gloriense yie, 
Qnant cil quit out peut et maistrie, 
Veult esprouver pour uocessaire, 
Ke pour quant il ne blasma mie 
La vie de Marthe sa mie : 
Mais il lui donna exemplaire 
D'autrement vivre, et de bien plaire 
A Dieu ; et plut de bien & faire : 
Pour se conclut-il que Marie 
Qui estoit h, ses piedz sans braire, 
Et pensait d'eutendre et de taire, 
Estleut la plus saine partie. 

La meilleur partie esleut-elle 
Etla plus saine et la plus belle, 
Qui jd. ne luy sera ost^e 
Car par verite se fut celle 
Qui fut tousjours fresche et nouvelle, 
D'aymer Dieu et d*en estre aym6e; 
Car jusqu'au cueur fut entam6e, 
£t si ardammeut enflam<5e, 
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Que toui-joDra ardoil I'eEtinoelle ; 
Par quo! elle fut vieitce 
Et de Dioa premier comforl^e ; 
Cnr ohsril4 est trop janeile.' 

Tbe only law of metre, observed in tHa song, ia that each 
hne gholl be octosyllabic : 

Qui fut I tauBJours | fresohe et | nouTelle, 
D'lulro ! mHiit vi | ^cret de | bi«n (ben) jilaira. 
Et pen I fioit den { toadret | de tajre 

But the reader must note that words which were two-svllftbled 
in Latin mostiy remain yet so in the French. 

La n ] f de I Marthe | to. niie, 
although mie, which is pet language, loving abbreviation of 
amka through amie, remains monosylhtbic. But de elides its 
e before a vowel : 



and custom euilnres many exceptions. Thus Marie may be 
three- syllabled as above, or answer to mie as a dissyllable ; 
but oierge is always, I think, dissyllabif, vier-ge, with even 
stronger nccent on the -ye, for the Latin -go. 

Then, secondly, of quantity, there ia scaj'cely any fixed law. 
The metres may be timed as the minstrel chooses — fast or 
slow — and the iambic current checked iu reverted eddy, aa 
the words chance to come. 

But, thirdly, there ia to be rich rjTning and chiming, no 
matter how simply got, so only that the words jingle and 
tingle together with due art of interlacing and answering in 
different parts of the stanza, correspondent to the involutions 
of tracery and illiuninntion. The whole twelve-line stanza 
ia thus constructed with two rymes only, sis of each, thua 
aiTonged : 

AAB I AAB I BBA | BBA | 

dividing tlie verse thua into four measures, reversed in ascent 
aud descent, or descant more properly ; and doubtless with 
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correspondent phases in the voice-given, and duly accompanj- 
ing, or following, music ; Thomas the Bymer's own precept^ 
that ' tong is chefe in mjnstrelsye,' being always kept &ithfallj 
in mind.' 

Here then you have a sufficient example of the pure chant 
of the Christian ages; which is always at heart joyful, and 
divides itself into the four great forms. Song of Praise, Song 
of Plrayer, Song of Love, and Song of Battle ; praise, however, 
being the keynote of passion through aU the four forms ; ac- 
cording to the first law which I have already given in the laws 
of Fesole ; ' all great Art is Praise/ of which the contrary is 
also true, all foul or miscreant Art is accusation, SuLpoki^ : 
' She gave me of the tree and I did eat * being an entirely 
museless expression on Adam's x>art, the briefly essential con- 
trary of Love-song. 

With these four perfect forms of Christian chant, of which 
we may take for pure examples the ' Te Deum,' the ' Te Luds 
Ante,' the ' Amor che nella mente,' ' and the ' Chant de Roland,' 
are mingled songs of mourning, of Pagan origin (whether 
Greek or Danish), holding grasp still of the races that have 
once learned them, in times of sufleriDg and sorrow ; and 
songs of Christian himiiliation or grief, regarding chiefly the 
suflerings of Christ, or the conditions of our own sin : while 
through the entire system of these musical complaints are 
interwoven morahties, instructions, and related histories, in 
illustration of both, passing into Epic and Romantic verse,^ 
which gradually, as the forms and learnings of society increase, 
becomes less joyful, and more didactic, or satiric, until the 

» L. ii. 278. 

' * Che nella mente mia ra^iona. ' Love — you observe, the highest 
lieasanable7U'8M, instead of French itrcsse, or even Shakespearian ' mere 
folly' ; and Beatrice as the Goddess of Wisdom in this third song of the 
Conviio^ to he compared with the Revolutionary Goddess of Reason ; 
remembering of the whole poem chiefly the line : — 

* Costei penso chi che mosso I'uni verso.' 

(See LyelPs Canzoniere^ p. 104.) 
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last echoes of Chriatittii joy and melody vauish in the ' Vanity 
of human wishes," 

And here I must pause for a minute or two to separate the 
different brauchea of our inquiry clearly from one another. 
For one thing, the reader must please put for the present out 
of his head all thought of the progress of ' ctTiUsation ' — that 
is to say, broadly, of the substitution of wigs for hair, gas for 
candles, and steam for legs. Thia is an entirely distinct mat- 
ter from the phases of [wlicy and religion. It has nothing to 
do with tlie British Constitution, or the Fi'ench Revolution, 
or the unification of Italy. There are, indeed, certain subtle 
relations between the state of mind, for instance, in Venice, 
which makes her prefer a stenmer to a gondola, and that 
which makes her prefer a gazetteer to a duke ; but these re- 
lations are not at all to be dealt with until we solemnly under- 
stand that whether men shall he Christiana and poets, or 
infidels and dunces, does not depend on the way they cut 
their hair, tie their breeches, or light iheir fires. Dr. John- 
son might have worn his wig in fulness conforming to his 
dignity, without therefore conaing to the conclusion that 
human wishes were vain ; nor is Queen Antoinette's civilisetl 
hair-powder, as opposed to Queen Bertha's savagely loose 
Lair, the cause of Antoinette's laying her head at last in scaf- 
fold dust, but Bertha in a pilgrim-haunted tomb. 

Again, I have just now used the words 'poet' and 'dunce,' 
meaning the degree of each quality possible to average human 
nature. Men are eternally divided into the two classes of poet 
(believer, maker, and praiser) and dunce (or unbeUever, un- 
maker, and dispraiser). And in process of ages they have the 
power of making faithful and formative creatures of them- 
selves, or unfaithful and dcformative. And thia distinction 
between the creatures who, blessing, are blessed, and evermore 
benedicli, and the creatures who, cursing, are cursed, and ever- 
more maledicti, is one going through all humanity; antediluvian 
in Cain and Abel, diluvian in Ham and Shem. And the ques- 
tion for the public of any given period is not whether they are 
a constitutional or unconstitutional vulgus, but whether they 
ore a benignant or malignant vulgua. So also, whether it ia 
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indeed the gods who have given any gentleman the graoe to 
despise the rabble, depends wholly on whether it is indeed the 
rabble, or he, who are the malignant persona 

But yet again. This di£ference between the persons to 
whom Heaven, according to Orpheus, has granted ' the hour 
of delight,' ' and those whom it has condemned to the hour 
of detestableness, being, as I have just said, of all times and 
nations, — it is an interior and more delicate difference which 
we are examining in the gift of Christian^ as distinguished from 
imchristian, song. Orpheus, Pindar, and Horace are indeed 
distinct from the prosaic rabble, as the bird from the snake ; 
but between Orpheus and Palestrina, Horace and Sidney, 
there is another division, and a new power of music and song 
given to the humanity which has hope of the Resurrection. 

Thin is the root of all life and all rightness in Christian 
harmony, whether of word or instrument ; and so literally, 
that in precise manner as this hope disappears, the power of 
song is taken away, an^ taken away utterly. When the Chris- 
tian falls back out of the bright hope of the Eesurrection, even 
the Orpheus song is forbidden him. Not to have known the 
hope is blameless : one may sing, unknowing, as the swan, or 
Philomela. But to have known and fall away from it, and to 
declare that the human wishes, which are summed in that one 
— 'Thy kingdom come' — are vain ! The Fates ordain there 
shall be no singing after that denial. 

For observe this, and earnestly. The old Orphic song, with 
its dim hope of yet once more Eurydice, — the Philomela song 
— granted after the cruel silence, — the Halcyon song — 
with its fifteen days of peace, were all sad, or joyful only in 
some vague vision of conquest over deatL But the Johnso- 
nian vanity of wishes is on the whole satisfactory' to Johnson — 
accepted with gentlemanly resignation by Pope — triumphantly 
and with bray of penny trumpets and blowing of steam- 
whistles, proclaimed for the glorious discoveiy of the civilised 
ages, by Mrs. Barbauld, Miss Edgeworth, Adam Smith, and 

* &pav T^f rtpt^ios — Plato, Laws^ ii., Steph. 6G9. *Hour' having here 
nearly the power of ^ Fate * with added sense of being a daughter of 
Themis. 
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Co. There is no Goil, but hnre we not invented gunpowder? 
—who wants a God, with that in hia pocket? ' There is no 
Eesurrection, neither angel noi- spirit ; but have we not paper 
and pens, and cannot ever^ blockhead print his opinions, aod 
the Day of Judgment become Repubhcan, with everybody for 
a judge, and the Hat of the univei-se for the throne ? There 
is no law, but only graritation and congelation, and we are 
stuck together in an everlasting hail, and melted together in 
everlasting mud, and great was the day iu which our worships 
were born. And there ia no Gospel, but only, whatever we've 
got, to get more, and, wherever we ore, to go somewhere else. 
And are not these discoveriee, to be sung of, and dnnamed 
of, and Qddled of, and generally made melodiously indubitable 
in the eighteenth century song of praise ? 

The Fates will not have it so. No word of song is possible, 
in that ceutut^*, to mortal hps. Only polished verification, 
sententious pentameter and hexameter, until, having turned 
out its toes long enough without dancing, and pattered with 
iim bps long enough without piping, suddenly Astrsea returns 
to the earth, and a Day of Judgment of a sort, and there bui'sts 
out a song at last again, a most curtly melodious triplet of 
Amphishtenic ryme. 'f'a ira.' 

Ampbisbsenic, fanged in each ryme with fire, and obeying 
Ei-eildoune's precept, 'Tong is chef e of mynstrelsye,' to the 
syllable.- — Don Giovanni's hitherto fondly chanted 'Andiam, 
andiam,' become suddenly impersonal and prophetic : It shall 
go, and you also, A cry — before it is a song, then song and 

' * Gnnpowder is one of tlie greatest invantioiiB of modern tlmel. and 
trhat hfugiten awA a aiiperinrily to ft'riii'wrf vatiom orcr burbaroiii'/ 
{E-cimings at Home — fifth evening. ) Ko man can owe more than I both 
to Hra. Barbuuld and Miss Edgeworth ; and I only wish that in the sub- 
Bluii^e of what they wisely sold, tliey hod been more listened to. Never- 
theless, the germs of all modern conceit and error respecting manufact- 
ure and industry, as rivals lo Art uiid to Genius, are i»nceutrftled !u 
'ETeningt at Honte ' and 'Harry and Lucy ' — being ail the while tiiem- 
selves works of real genins, and prophetic of things that have yet to be 
learned and fulfilled. Sue for instanoe the paper, > Things by their Bight 
Names,' following llie one from which I liave just quoted [The Ship), 
and closing the first volume of the old edition of the Ecenimja. 
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aooompaniment togeiher — perfectly done ; and the march ' fo- 
^rards the field of Mars. The two hundred and fifty thoosand 
— ^they to the sound of stringed musio — preceded by young 
frirls with tricolor streamers, they have shouldered soldier- 
^ their shovels and picks/and ^th one throat are singing 

Through all the springtime of 1790, ' from Brittany to Bur^ 
gundy, on most plains of France, under most city walls, there 
march and constitutionaUy wheel to the ^a-iraing mood of 
fife and drum — our clear glancing phalanxes ; — the song of 
the two hundred and fifty thousand, virgin led, is in the long 
light of July.' Nevertheless, another song is yet needed, for 
phalanx, and for maid. For, two springs and summers having 
gone — amphisbseuic, — on the 28th of August 1792, ' Dumou- 
riez rode from the camp of Maulde, eastwards to Sedan,' * 

And Longwi has fallen basely, and Brunswick and the Prus- 
sian king will beleaguer Verdun, and Clairfait and the Aus- 
trians press deeper in over the northern marches, Cimmerian 
Europe behind. And on that same night Dumouriez as- 
sembles coimcil of war at his lodgings in Sedan. Prussians 
here, Austrians there, triumphant both. With broad highway 
to Pans and little hindrance — toe scattered, helpless here and 
there — what to advise ? The generals ad\ise retreating, and 
retreating till Paris be sacked at the latest day possible. 
Dumouriez, silent, dismisses them, — keeps only, with a sign, 
Thouvenoi Silent, thus, when needful, yet having voice, it 
appears, of what musicians call tenor-quality, of a rare kind. 
Bubini-esque, even, but scarcely i)roducible to fastidious ears 
at opera. The seizure of the forest of Argonne follows — the 
cannonade of Valmy. The Prussians do not march on Paiis 
this time, the autumnal hours of fate pass on — ;'a i?'a — and on 
the 6th of November, Dumouriez meets the Austrians also. 
' Dumouriez wide-winged, they wide-winged — at and around 
Jemappes, its green heights fringed and maned with red fire. 
And Dumouriez is swept back on this wing aud swept back 

* Carlyle, French Bevolution (Chapman, 1869), vol. ii. p. 70 ; conf. p. 
25, and the ("a ira at Arras, vol. lit. p. 27C. 
» Ibid, ill 26. 
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on tliat, anil ia like to be swept back utterly, wben Le ruehea 
up in person, speaks a prompt word or two, and then, with 
clear tenor-pipe, uplifts the Lymn of tho Marseillaise, ten 
thousand tenor or bass pipes joiuiug, or say sotue forty thou- 
sand in all, for every heart leaps up at the sound ; and bo, with 
rhythmic march melody, they rally, they advance, they rush 
death -defying, and like the fire whirlwind sweep all manner 
of Austrians from the scene of action.' Thus, through the 
lips of Duniouriez, sings Tyrtums, Itouget de Lisle,' 'Aux 
armes — marchous ! ' Iambic measure with a witness ! in what 
ivido strophe here beginning— in what unthoughlnat anti- 
strophe i-etuming to that coiincU chamber in Sedan ! 

■^VTiile these two great songs were thus being composed, 
and sung, and danced to in cometaiy cycle, by the Fi-ench 
]iation, here in our less giddy island there rose, amidst houra 
of bnsiness in Scotland and of idleness in England, three 
troubadours of quite different temjier. Different also tliem- 
selves, but not opponent ; forming a perfect chord, and ad- 
verse all the three of them alike to the French musicians, iu 
this main point — that while the fa ira and Marseillaise were 
essentiaily songs of blame and wi-atli, the British bards wrote, 
virtually, always songs of praise, though by no means psalmody 
in the ancient keys Ou the contrary, all the three are alike 
moved by a singular antipatliy to the priests, and ai-e pointed 
at with fear and indignation by the pietists, of theh- day ; — 
not without latent cause. For they are all of them, with the 
moat loi-ing service, servants of that world which the Puritan 
and monk alike despised ; and. In the triple chord of their 
song, could not but appear to the religious persons around 
thein as respectively and specifically the praisers — Scott ot the 
world. Bums of the flesh, and Byron of the devU. 

To contend with this carnal orchestra, the religious world, 
having long ago rejected its Catholic Psalms as antiquated 
and unscientific, and finding its Puritan melodies sunk into 
faint jar and twangle from their native trumpet-tone, hod 
nothing to oppose but the innocent, rather than religious, 

' Cfirlyle. Frciidt Jlecolation, iii. 100, the last sentuiuie altered iu a 
word or two. 
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verses of the school recognised as that of the English Lakes ; 
very creditable to them; domestic at once and refined; ob- 
serving the errors of the world outside of the Lakes with a 
pitying and tender indignation, and arriving in lacustrine 
seclusion at many valuable principles of philosophy, as pure 
as the tarns of their mountains, and of corresponding depth. ^ 

I have lately seen, and with extreme pleasure, Mr. Matthew 
Arnold's arrangement of Wordsworth's poems ; and read with 
sincere interest his high estimate of them. But a great poet's 
work never needs arrangement by other hands ; and though 
it is very proper that Silver How should clearly understand 
and brightly praise its fraternal Bydal Mount, we must nol 
forget that, over yonder, are the Andes, all the while. 

Wordsworth's rank and scale among poets were determined 
by himself, in a single exclamation : — 

' What was the great Parnassus' self to thee, 
Mount Skiddaw V 

Answer his question faithfully, and you have the relatioii 
between the great masters of the Muse's teaching, and the 
pleasant fingerer of his pastoral flute among the reeds ol 
RydaL 

Wordsworth is simply a Westmoreland peasant, with con- 
siderably less shrewdness than most border Englishmen oi 
\ Scotsmen inherit ; and no sense of humour : but gifted (in 

this singularly) with vivid sense of natural beauty, and a 
pretty turn for reflections, not always acute, but, as far as they 
reach, medicinal to the fever of the restless and corrupted 
life around him. Water to parched lips may be better than 
Samian wine, but do not let us therefore confuse the qualities 
of wine and water. I much doubt there bein*? many in- 
\ glorious Miltons in our countrj'- churchyards ; but I am very 

sure there are many Wordsworths resting there, who were in- 
ferior to the renowned one only in caiing less to hear them- 
selves talk. 

» * I have been greatly disappointed, in taking soundings of our most 

:»» majestic mountain pools, to find them, in no case, verge on the un* 

\ fathomable. 
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With an honest and kindly heart, a Blimiilating egoism, a 
wholesome contentment in modest circumstances, aud such 
Ruffioient ease, in that accepted state, as permitted the passini; 
of a good deal of time in winliing that daisies could see the 
beauty of their own shadows, and other sueli profitable 
mental exercises, Wordsworth has left us a series of studies 
of the graceful and happy shephei-d life of our lake country, 
which to me personally, for one, are entirely sweet and pre- 
cious ; but they are only so as the mirror of an existent reahty 
in many ways more beautiful than its picture. 

But the other day I went for an afternoon's rest into the 
cottage of one of our country people of old statesman class ; 
cottage lying nearly midwny between two village churches, 
but more conveniently for downhill walk towards one than 
the other. I found, as tlie good housewife modo tea for me, 
that nevertheless she went up the hill to church. 'Wliy do 
not you go to the nearer church ? ' I asked, ' Don't you like 
the clergyman ? ' 'Oh no, sir,' she answered, ' it isn't that ; 
but j'ou know I couldn't leave my mother.' ' Your mother ! 

she is buried at H then ? ' ' Yes, sir ; and you know I 

couldn't go to church anywhere else.' 

That feelings such as these existed among the peasants, not 
of Cumberland only, but of all the tender earth that gives 
forth her fruit for the living, and receives her dead to peace, 
might perhaps have been, to our great and endless comfort, 
discovered before now, if Wordsworth had been content to 
tell us what he knew of his own villages and people, not as 
the leader of a new and only correct school of poetry, but 
simply as a country gentleman of sense and feeling, fond of 
primroses, kind to the parish children, and reverent of the 
spade with which Wilkinsou had tilled his lands : and I am 
by no means sure that his influence on the stronger minds of 
his time was anywise hastened or extended by the spirit of 
tunefuluess under whose guidance he discovered that heaven 
rhymed to seven, and Foy to boy. 

Tuneful nevertheless at heart, and of the heavenly choir, I 
gladly and frankly acknowledge him ; and our English litera- 
ture enriched with a new and a singular virtue in the aerial 
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purity and healthful rightness of his quiet song ; — but aerUd 
only, — not ethereal ; and lowly in its privacy of light. 

A measured mind, and calm ; innocent, unrepentant ; help- 
ful to sinless creatures and scatheless, such of the flock as do 
not stray. Hopeful at least, if not faithful ; content with in- 
timations of immortality such as may be in skipping of lambfl^ 
and laughter of children, — incurious to see in the hands the 
print of the Naila 

A gracious and constant mind ; as the herbage of its native 
hUls^ fragrant and pure ; — ^yet, to the sweep and the shadow, 
the stress and distress, of the greater souls of men, as the 
tuffced thyme to the laurel wilderness of Tempe, — as the 
gleaming euphracfy to the dark branches of Dodona. 

[I am obliged to defer the main body of this paper to next 
month, — revises penetrating all too late into my lacustrine 
seclusion ; as chanced also unluckily with the preceding paper, 
in which ihe reader will perhaps kindly correct the consequent 
misprints, p. 29, L 20, of 'scarcely' to * securely,' and p. 31, 
L 34, ' fuU,' with comma, to ' fall,' without one ; noticing be- 
sides that RedgaunUet has been omitted in the italicised 
list^ p. 25, L 16 ; and that the reference to note 2 should 
not be at the word 'imagination,' p. 24, but at the word 
'trade,' p. 25, 1. 7. My dear old fiiend, Dr. John Bro\vTi, 
sends me, from Jamieson's Dictionary, the following satisfac- 
tory end to one of my difficulties : — * Coup the crans.' Tlie 
language is borrowed from the * cran,' or trivet on which 
small pots are placed in cookery, which is sometimes turned 
with its feet uppermost by an awkward assistant Thus it 
signifies to be completely upset] 

John Buskin. 

[Byron.] 

* Parching Bummer hath no warrant 

To consume this crystal well ; 
Rains, that make each brook a torrent, 
Neither sully it, nor swell.' 

So WAS it, year by year, among the untbought-of hills. Lit- 
tle Duddon and child Rotha ran clear and glad ; and laughed 
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from ledge to pool, and opened from pool to mere, translucent, 
tbrough endless diiya of peace. 

But eastward, between ber orchard plains, Loire locked lier 
embracing dead in silent sands ; dark with blood rolled Iser ; 
glacial-pale. Be resin a-Letbe, by whose shore the weary hearts 
forgot their people, and their father's house. 

Nor nnanllied, Tiber ; nor unaivoln, Arno and Aufidus ; and 
Enroclydon high on Helle'a wave ; meantime, let our happy 
piety glorify the garden rocks with snowdrop circlet, and 
breathe the spirit of Paradise, where lits is wise and innocent 

Maps many have we, now-a-days clear in display of earth 
constituent, air current, and ocean tide. Shall we ever en- 
grave the map of meaner research, whose shadings shall con- 
tent themselves in the task of showing the depth, or drought, 
— the calm, or trouble, of Human Compassion ? 

For this ia indeed all that is noble in the life of Man, and 
the source of all that is noble in the speech of Uao. Had it 
narrowed itself then, in those days, out of all the world, into 
this peninsula between Cockermouth and Shap ? 

Not altogether so ; but indeed the Voad piety seemed con- 
clusively to have retired (or escursed ?) into that mossy her- 
mitage, above Little Langdale. The Cnvocal piety, with the 
uncomplaining sorrow, of Man, may have had a somewhat 
wider range, for aught we know : but histoi-y disreganls those 
it^ms ; and cf firmly proclaimed and sweetly canorous religion, 
there really seemed at that juncture none to be reckoned upon, 
east of Ingleborough, or north of CriffeL Only under Furnesa 
Fella, or by Bolton Priory, it seems wo can still write Ecclesi- 
astical Sonnets, stanzas on the force of Prayer, Odes to Duty, 
and complimentary addresses to the Deity upon His endurance 
for adoration. Far otherwise, over yonder, by Spezzia Bay, 
and Ravenna Pineta, and in ravines of Hai'tz. Tliere, the 
softest voices speak the wildest words ; and Keats discourses 
of Endymion, Shelley of Demogorgon, Goethe of Lucifer, and 
Eiirger of the Resurrection of Death unto Death— while even 
Puritan Scotland and Episcopal Anglia produce for us only 
these three minstrels of doubtful tone, who show but small 
respect for the 'unco guid,' put but limited faith in gifted 
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Gilfillan, and translate with unflinching frankness the Mar* 
gante Maggiore.^ 

Dismal the aspect of the epiritaal world, or at least the 
sound of it^ might weU seem to the eyes and ears of Saints 
(such as we had) of the period — dismal in angels' eyes also assur- 
edly I Yet is it possible that the dismalness ia angelic sight 
may be otherwise quartered, as it were, from the way of mor- 
tal heraldry ; and that seen, and heard, of angels^ — again I say 
— ^hesitatingly — ia it possible that the goodness of the Unco 
Guid, and the gift of Gilflllan, and the word of Mr. Blatter- 
gowl, may severally not have been the goodness of God, the gift 
of Qod, nor the word of Gk>d : but that in the much blotted 
and broken efforts at goodness, and in the careless gift which 
they themselves despised,* and in the sweet ryme and murmur 
of tiieir unpurposed words, the Spirit of the Lord had, indeed, 
wandering, as in chaos days on lightless waters, gone fortli 
in the hearts and from the h'ps of those other three strange 
prophets^ even though they ate forbidden bread by the altar 
of the poured-out ashes, and even though the wild beast of the 
desert found them, and slew. 

This, at leasts I know, that it had been well for England, 
though all her other prophets, of the Press, the Parliament, 
the Doctor's chair, and the Bishop s throne, had fallen silent ; 
so only that she had been able to understand with her heart 
here and there the simplest line of these, her despised. 

' * It must be put by the original, stanza for stanza, and verse for 
verse ; and jou will see wliat was permitted in a Catliolic country and a 
bigoted age to Churclimen, on the score of Religion — and so tell those 
buffoons who accuse me of attacking the Liturgy. 

* I write in the greatest haste, it being the liour of the Corso, and I 
must go and buffoon witli the rest. My daughter Allegra is just gone 
with the Countess G. in Count G.'s coach and six. Our old Cardinal is 
dead, and the new one not appointed yet— but the masquing goes on the 
same.' (Letter to Murray, 355th in Moore, dated Ravenna, Feb. 7, 
1828.) * A dreadfully moral place, for you must not look at anybody's 
wife, except your neighbour's ' 

' See quoted infra the mock, by Byron, of himself and all other mod- 
ern poets, Juan, canto iii. stanza 86, and compare canto xiv. stanza 8. 
In reference of future quotations the first numeral will stand always for 
canto ; the second for stanza ; the third, if necessary, for Hue. 
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I take one at mere dumce : 

' Wlto lliinka of self, w1i«ii gaxing on the sky f ' < 

Well, I don't know ; Mr. Wordsworth cei-tainly dirl, nnd 
observed, witb truth, that its clouds took a sober colouring 
in consequence of hia experiences. It is much if, indeed, tliia 
sadness be unselfish, and our eyes have kept loving watch o'er 
Man's Slortahty. I have found it difficult to make any one 
now-a-daya believe that such sobriety can be ; and that Tur- 
ner saw deeper crimson than others in the clouds of Goldau. 
But that any should yet think the clouds brightened by Man's 
/nimortalitj instead of dulled by his death, — and, gazing on 
the eky, look for the day when erery eye loust gnze also — for 
behold. He cometh with the clouds — this it is no more possi- 
ble for Christian England to apprehend, however exhorted by 
her gifted and guid, 

' But Byron was not thinking of such things I ' — He, the 
reprobate 1 how should auch as he think of Christ? 

Perhaps not wholly as you or I think of Him. Take, at 
chance, another line or two, to try : 

' Carnngu (ro Wordsworth tells yaxi) ia Ood's daughter ; ' 
If Ite spffak truth, ttlie is Christ's sister, and 
Just now, Iwliaved as in the Holy Land.' 

Blasphemy, cry you, good reader 1 Are you sure you under- 
stand it? The firat Une I gave you was easy Byron— abnost 
shallow BjTon— these are of the man in his depth, and you 
will not fathom them, like a tarn, — nor in a hurry. 

'Just now behaved aa in the Holy Land.' How did Car- 
nage behave in the Holy Land then ? You Itave all been 
greatly questioning, of late, whether the sun, which you find 
to be now going out, ever stood atilL Did you in any lagging 
minute, on those scientific occasions, chance to reflect what he 

' Idanrl, ii. 10, where see context, 

' Jitan, vliS. 5 ; but, by your Lordship's qnolatioa, Wordsworth saya 
'iustruinent ' — not' daughter.' Tour Lordship had better hare said 
'Infant' and taken tha Woolwioh autlioritlei to witness: oiily Infant 
would not have rymcd. 
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was bid stand vASUfcrf or if not — ^will you please look — and 
TYhatyalso, going forth again as a strong man to run his oonrse, 
lie saw, rejoicing ? 

'Then Joshua passed from Makkedah unto libnah — and 
fought against libnah. And the Lord delivered it and the 
king thereof into the hand of Israel, and he smote it with the 
edge of the sword, and all the souls that were therein.' And 
from Lachish to Eglon, and from Eglon to Eirjath-Arba, and 
Sarah's grave in the Amorites' land, ' and Joshua smote all the 
country of the hills and of the south — and of the Tale and of 
the springs, and all their kings ; he left none remaining, but 
utterly destroyed all that breathed — as the Lord God of Israel 
commanded.' 

Thus ' it is written : ' though you perhaps do not so often 
hear these texts preached from, as certain others about taking 
away the sins of the world. I wonder how the world would 
like to part with them ! hitherto it has always preferred part- 
ing first with its life — and Qod has taken it at its word. 
But Death is not His Begotten Son, for all that ; nor is the 
death of the innocent in battle carnage His ' instrument for 
working out a pure intent ' as Mr. Wordsworth puts it ; but 
Man's instrument for working out an impure one, as Byron 
would have you to know. Tlieology perhaps less orthodox, 
but certainly more reverent ; — neither is the Woolwich Infant 
a Child of God ; neither does the iron-cLid * Thimderer ' utter 
thunders of God — which facts, if you had had the grace or 
sense to learn from Byron, instead of accusing him of blas- 
phem}', it had been better at this day for ijou, and for many 
a savage soul also, by Euxine shore, and in Zulu and Afghan 
lands. 

It was neither, however, for the tlieology, nor the use, of 
these lines that I quoted them ; but to note this main point 
of Byron's own character. He was the first great Englishman 
who felt the cruelty of war, and, in its ci-uelty, the shame. 
Its guilt had been known to George Fox — its folly shown 
practically by Penn. But the compaatsion of the pious world 
had still for the most pai-t been shown only in keeping its 
stock of Barabbases unhanged if j)ossible : and, till B^Ton 
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came, neither Kuneradorf, Ejlau, nor Waterloo, hail taught 
the pity and the pride of men that 

' Tba drying up a single tenr \iaa more 
Of honest fams than Hbeddlug seas of gore.' ' 

Sach pacific verse would not indeed have been acceptable to 
the Edinburgh volunteers on Portobello sands. But Byron 
can write a battle song too, when it is his cue to fight If 
you look at the introduction to the hies of Greece, namely the 
85th and 8Gth stanzas of the 3rd canto of Don Juan, — you 
will find — what will you not find, if only you understand 
them ! ' He ' in the first line, remember, means the typical 
modem poet. 

' Thiia uHuatIf , nhen lie woa asked to sing, 

He gave llie difforent natioiis gometliing nntionsl. 

Twas all the same to liim — " God Bare the Ring" 
Or " I^B ira" according to the fashion all ; 

His muse made incremeat of anjthiag 

From the high lyrlo davn to ths low rational: 

If Pindar song horse-races, what should liinder 

Himself from being as pliable as Pindar ? 

' In Franne, tor Instance, he would nrile a chanson ; 

In England a six-canto tguarta tale; 
In Spaiu, he d make a ballad or roniaocu on 

Tlielast war— much the samu in Portugal; 
Id Germany, the Pegasus he'd prance on 

Would be old Goethe's— (see what sars de StacI) 
In Italy he'd ape the ' Trecentlsli ;' 
In Greece, he'd sing some sort of hymn like this t' ye. 

Note first here, as we did in Scott, the concentrating and 
foretelling power. The ' God Save the Queen ' in England, 
fallen hoUow now, as the ' ^a ira ' in Frante— not a man in 

' Jiinn, Tiii. 3 ; compare U and 63, with all its lovely contoit 01— 
68 : then 83, and afterwards slowly and with tborougli alteution, the 
Devils speech, beginning, ■ Yes, Sir, you fon(«t ' in scene 2 ot Tlir Dr- 
fiirnitd Trjiitformed : then Sardanapaliis's, act i- scene 3, beginning ' he 
is gone, and on his Bnger bears mj' signet,' and finally, the Vimn of 
Jadgnitit /, BUimaa 3 la S. 
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France knowing where either France or *that' (whatever 
' that ' may be) is going to ; nor the Queen of England dar- 
ing, for her life, to ask the tiniest Englishman to do a single 
thing he doesn't like ; — nor any salYation, either of Queen or 
Bealm, being any more possible to Gkxl, unless under the 
direction of the Boyal Society : then, note the estimate of 
height and depth in poetry, swept in an instant, * high lyrio 
to low rational' Pindar to Pope (knowing Pope's height, too, 
all the while, no man better) ; then, the poetic x>ower of 
France — resumed in a word — B^ranger; then the cut at 
Marmion, entirely deserved, as we shall see, yet kindly given, 
for everything he names in these two stanzas is the best of its 
kind ; then Eomance in Spain on — the last war, {present war 
not being to Spanish poetical taste), then, Gbethe the real 
heart of all Germany, and last, the aping of the Trecentisti 
which has since consummated itself in Pre-Raphaelitism I 
that also being the best thing Italy has done through Eng- 
land, whether in Eossetti's 'ble^ed damozels' or Bume 
Jones's ' days of creation.' Lastly comes the mock at himself 
— the modem English Greek — (followed up by the 'degener- 
ate into hands like mine ' in the song itself) ; and then — ^to 
amazement, forth he thunders in his Achilles voice. We 
have had one line of him in bis cleaniess — five of him in his 
depth — sixteen of him in his play. Hear now but these, out 
of his whole heart : — 

* What,— silent yet ? and silent nUf 

Ah no, the voices of the dead 
Sound like a distant torrent's fall, 

And answer, ** Let one living head, 
But one, arise — we come — we come : " 
— 'Tis but the living who are dumb.* 

Resurrection, this, you see like Biirger*s ; but not of death 
imto death. 

* Sound like a distant torrent's fall.' I said the whole heart 
of Byron was in this passage. First its compassion, then its 
indignation, and the third element, not yet examined, that 
love of the beauty of this world in which the three — unholy 
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— children, of its Fiery Furnace were like to each other ; but 
Byron the widest-hearted. Scott and Burns love Scotland 
more than Nature itself : for Bums the moon must rise over 
Cumnock Hills, — for Scott, the Rymer's glen divide the 
Eildous; but, for Byi'on, Loch-na-Gar with Ida, looks o'er 
Troy, and the soft murmurs of the Dee and the Bruar change 
into voices of the dead on distant Marathon. 

Yet take the parallel from Scott, by a field of homelier 
rest : — 

* And silence aids — though, the steep hills 
Send to the lake a thousand rills ; 

In summer tide, so soft they weep, 
The sound but lulls the ear asleep ; 
Tour horse's hoof -tread sounds too rude, 
So stilly is the solitude. 

Naught living meets the eye or ear, 
But well I ween the dead are near ; 
For though, in feudal strife, a foe 
Hath laid our Lady's Chapel low, 
Tet still beneath the hallowed soil, 
The peasant rests him from his toil, 
And, dying, bids his bones be laid 
Where erst his simple fathers prayed.' 

And last take the same note of sorrow — with Bums's finger 
on the fall of it : 

* Mourn, ilka grove the cushat kens, 
Ye hazly shaws and briery dens, 

Ye burnies, wimplin' down your glens 

Wi' toddlin' din. 
Or foamin' Strang wi' hasty stens 

Frae lin to lin.' 

As you read, one after another, these fragments of chant by 
the great masters, does not a sense come upon you of some 
element in their passion, no less than in their sound, diflferent, 
specifically, from that of * Parching summer hath no wan'ant'? 
Is it more profane, think you — or more tender — nay, perhaps, 
in the core of it, more true ? 
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For instance, when we are told that 

* Wharfo, as he moyed along. 
To matins joined a moumful yoice,' 

is this disposition of the river's mind to pensive psalmodj 
quite logicailj accounted for by the previous statement^ 
(itself by no means rhythmicaUj dulcet,) that 

< The boj is in the arms of Wharfe, 
And strangled by a merciless force * f 

Or, when we are led into the improving reflection, 

* How sweet were leisure, could it yield no more 
Then *mid this wave-washed churchyard to recline, 
From pastoral graves extracting thoughts divine I ' 

— ^is the divinity of the extract assured to us by its being 
made at leisure, and in a reclining attitude — as compared 
with the meditations of otherwise active men, in an erect one ? 
Or are we perchance, many of us, still erring somewhat in 
our notions alike of Divinity and Humanity, — poetical ex- 
traction, and moral position ? 

On the chance of its being so, might I ask hearing for just 
a few words more of the school of Belial ? 

Their occasion, it must be confessed, is a quite unjustifiable 
one. Some very wicked people — mutineers, in fact — have 
retired, misantbropically, into an unfrequented part of the 
country, and there find themselves safe, indeed, but extremely 
thirsty. Whereupon Byron thus gives them to drink : 

*■ A little stream came tumbling from the height 
And straggling into ocean as it might. 
Its bounding crystal frolicked in the ray 
And gushed from cliff to crag with saltless spray, 
Close on the wild wide ocean, — yet as pure 
And fresh as Innocence ; and more secure. 
Its silver torrent glittered o'er the deep 
As the shy chamois' eye overlooks the steep, 
While, far below, the vast and sullen swell 
Of ocean's Alpine azure rose and fell. ' ' 

* Idan^y iii. 3, and compare, of shore surf, the * slings its high flakes, 
shivered iuto sleet ' of stanza 7. 
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Now, I beg, with sm;h authority as an old workman may take 
coDcemiiig his b'ade, having also looked at a waterfall or two 
in my time, and not unfrequently at a wave, to assure the 
reader that here is entirely firat-rate literary work. Though 
Lucifer himself had written it, the thbg is itself good, and 
not only so, hut unHuqjiiBBably good, the closing line being 
probably the beat concerning the sea yet ivritten by the race 
of the sea-kings. 

But Lucifer himself could not have written it ; neither any 
servant of Lucifer. I do not doubt but that most readers 
were surprised at luy saying, in the close of my first paper, 
tliat Byron's 'style' dependad iu any wise on liis views re- 
specting the Ten Commandments, That so all-important a 
thing as 'style' should depend in the lea.st upon so ri- 
diculous a thing as moral sense : or that Allegi-a's father, 
watching her drive by in Couut G.'a coach and six, had itny 
remnant of so ridiculous a thing to guide,— or check, — his 
poetical passion, may alike seem more than questionable to 
the liberal and chaste philosophy of the existing British 
public But, first of all, putting the question of who writes, 
or speaks, aside, do you, good reader, knoio good 'style' 
when you get it 1 Can you sny, of hulf-a-<lozen given lines 
taken anywhere out of a novel, or poem, or play. That is 
good, essentially, in style, or bad, essentially? and can you 
say why such half-dozen lines are good, or bad? 

I imagine that iu most eases, the reply would be given with 
hesitation, yet if you will give me a little patience, and take 
some accurate pains, I c<tn show you the main tests of style in 
the space of a couple of pages. 

I take two examples of absolutely perfect, and in manner 
highest, i. e. kingly, and heroic, style : the first example in 
expression of anger, the second of love. 



' We are glad tiie Danpliiii is so plvuiaiit with ub, 
His prestmt, and your palDB, wt tliBtik jdii for. 
When we have nialcUM onr rncketn \o tbesa balls, 
Wb will in France, by GoA's grupp, play a ett. 
hlyiii Etrikv hit fallier's cronn lulu Um huzard.' 
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(2) ' My gracious Silence, h»il I 

Would*st thou have laughed, had I come coAn*d 
That weep'st to see me triumph ? Ah, mj dear. 
Such eyes the widows in Ck>rioli wear. 
And mothers that lack sons.* 

Let US note, point by point, the conditions of 
common to both these passages^ so opposite in temper. 

A. Absolute command over all passion, however intense ; 
this the first-of -first conditions, (see the King's own sentence 
just before, ' We are no tyrant^ but a Christian King, Unto 
whose grace our passion is as subject As ore our wretches 
fettered in our prisons*) ; and with this self-command, the 
supremely survejing grasp of every thought that is to be ut- 
tered, before its utterance ; so that each may come in its 
exact place, time, and connection. The slightest hurry, the 
misplacing of a word, or the unnecessary accent on a sjUable, 
would destroy the ' style ' in an instant. 

B. Choice of the fewest and simplest words that can be 
found in the compass of the language, to express the thing 
meant: these few words being also arranged in the most 
straightforward and inteUigible way ; aUowing inveision only 
when the subject can be made primary without obscurity : 
(thus, * his present, and your pains, we thank you for ' is bet- 
ter than * we thank you for his present and your pains,' 
because the Dauphin's gift is by courtesy put before the Am- 
bassador's pains ; but * when to these balls our rackets we have 
matched ' would have spoiled the style in a moment, because — 
I was going to have said, boll and racket are of equal rank, 
and therefore only the natural order proper ; but also here 
the natural order is the desired one, the English racket to 
have precedence of the French ball. In the fourth Une the 
* in France ' comes first, as announcing the most important 
resolution of action ; the * by God*s grace ' next, as the only 
condition rendering resolution possible ; the detail of issue 
follows with the strictest limit in the final word. Tlie King 
does not say * danger,' far less * dishonour,' but * hazard ' only ; 
of that he is, humanly speaking, sure. 

C. Perfectly emphatic and clear utterance of the chosen 
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words ; slowly in the degree o( their importance, with omia- 
sioE however of every word not absolutely i-equired ; and 
iiatui'ol use of the fatnilior contriLctions of final dissyllabic. 
Thus, ' play a set shall strike ' is better than ' play a set that 
shall strike,' and ' match'd' ia kingly short — no necessity could 
Lave excused ' matched ' instead. On the coiitraiy, the three 
tirat words, 'We are glad,' would have been spoken by the 
king more slowly iiud fully than any other syllables in the 
whole passage, firat piBnouncing the kingly ' we ' at its proud- 
est, and then the ' are ' as a continuoua state, and then the 
' glad,' as the exact contrary of what the ambassadors ex- 
pected him to be.' 

D. Absolute spontaneity in doing all this, easily and neces- 
sarily aa the heart beats. The king cannot speak otherwiao 
than he does— nor the hero. The words not merely come to 
them, but ai'G comi>elled to them. Even liapiug numbers 
' come,' but mighty numbers are ordained, and inspired. 

E. Melody in the words, changeable with their passion 
fitted to it exactly and the utmost of which the language ia 
capable — the melody in prose being Eolina and variable— in 
verse, nobler by submitting itself to strictei- law, I will 
enlarge upon this point presently. 

F. Utmost spiritual contents in the words ; so that each 
carries not only its instant meaning, but a cloudy compauion- 
ship of higher or darker meaning according to the passion 
— neai-ly always indicated by metaphor: ' play a set ' — some- 
tiiuea hy abstraction — (thus in the second passage ' silence ' 
for silent one) aomettmea by description instead of du'ect epi- 
thet (' coffined ' for dead) but always indicative of there being 
more in the speaker's mind than he has said, or than he can 
say, full though his saj-ing be. On the quantity of this 
attendant fulness depends the majesty of style ; that is to 

'A motlern editor — of irlioiu I will not iie« Ihe expressions irhiob 
occur to me—duiling the ' ne ' a rednndant sylUble In the iambic line, 
priutB ■ weru. ' II is a lilllB thiug— but I do not recoUoct, in tlie forty 
years of my literary experienue, any piece oF editor's retouch quite «o 
base. But I dou't rend the uair edilious much ; Uitit uiuat be >Llaired 
for. 
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ea.y, virtually, on the quantity of contained thought in briefest 
words, such thought being primarily loving and true : and 
this the sum of all — that nothing can be virell said, bat with 
truth, nor beautifully, but by love. 

These are the essential conditions of noble speech in prose 
and verse alike, but the adoption of the form of verse, and 
especially rymed verse, means the addition to all these quali- 
ties of one more ; of music, that is to say, not Eolian merely, 
but Apolline ; a construction or architecture of words fitted 
and befitting, under external laws of time and harmony. 

When Byron says ' rhyme is of the rude,' ' he means that 
Burns needs it, — while Henry the Fifth does not» nor Plato, 
nor Isaiah — ^yet in this need of it by the simple, it becomes all 
the more religious : and thus the loveliest pieces of Christian 
language are all in ryme— the best of Dante, Chaucer, Doug- 
las, Shakespeare, Spenser, and Sidney. 

I am not now able takeep abreast with the tide of modem 
scholarship ; (nor, to say the truth, do I make the effort, the 

1 Jiland, 11. 5. I was going to say, * Look to the context.* but am fain 
to give it here ; for the stanza, learned by heart, ought to be our sohool- 
introductlon to the literature of the world. 

* Such wa« thtfl ditty of Tnidition'R d.iys. 
Which to tho dead u lingeriiiK fame convey? 
In song, where fame as yet hath loft no sign 
Beyond the sound whooc charm ii« half divine ; 
Which leaves no record to the M^ptic eye, 
But yicldB young history all to harmony ; 
A boy Achilles, with the centaur's lyre 
In hand, to teach him to surpass his sire. 
For one long-cherish'd ballad's simple stave • 
Hung from the rock, or mingle^^l with tho wave, 
Or from the bubbling streanilefs grascy side, 
Or gathering mountain echoes as they glide, 
Hath greater power o'er each true heart and ear. 
Than all the columns Conquest's minions rear ; 
Invites, when hieroglyphics are a thomu 
For sages* labours or the stuiient's drcaru ; 
Attracts, when History's volumcM are a toil — 
The first, the freshest bud of Feeling's >oil. 
Such was this rude rhyme— rhymt? is of the rude, 
But such inspired the Norseman's solitude. 
Who came and conquered : such, wherever rise 
Lands which no foes destroy or civilise. 
Exist ; and what can our accomplish'd art 
Of verde do more thau reach the uwokeu'd heart ? ' 
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first edge ot ita waves being raosUy mncldy, and apt to make 
a shallow sweep of the shore refuse :) so that I hare no better 
book of reference by me than the confused essay on the an- 
tiquity of rj-me at the end of Turner's A rvjlo-Saxons. I cannot 
however conceive a more interesting piece of work, if not yet 
done, than the collection of sifted earliest fragments known 
of rt'med song in European languageB. Of £ustei-n I know 
nothing ; but, this side Hellespont, the substance of the mat>- 
ter is all given in King Canute's impromptu 

' Gailj (or ia it niveetly ?— I forget whioh, uid it's no matter) Gang (he 

mouks of Elj', 
As Kjiut the king came sailing bv ; ' 

much to be noted by any who make their religion lugubrious, 
and their Sunday the eclipse of tlie vreek. And obsei-ve fur- 
ther, that if Milton does not ryme, it is because his faculty of 
Song was concerning Loss, chiefly ; and he has httle more 
than faculty of Croak, concerning Gain ; while Dante, though 
modem readers never go further with him than into the Pit, 
is stayed only by Cosella in the ascent to the Rose of Heaven. 
iSo, Gibbon can write in his manner the Fall of Rome ; but 
Virgil, in his manner, the rise of it ; and finally Douglas, in 
his manner, bursts into such rymed passion of pi-aise both of 
Rome and Virgil, as befits a Christian Bishop, and a good sub- 
ject of the Holy See. 

' MftBter of Masters— Hweet source, and springing well, 
Wide where over all ringes thy heavenly bell ; 

^YhJ should I then with dull forehead and rain, 
With rude ingene, and barane, emptive brain, 
With bad harsh speech, and lawit barbaro tongue 
Presume to write, where thy Bweet bell )a rung. 
Or couutijrfelt Ihy precious wordii dear? 
Ha, na— not bo ; but kueel when I Ihem hear. 
But farther more— and lower to descend 
Forgive roe, Virgil, if I thea offend 
Pardon thy Ecolar, suffer him to ryme 
Since tkuu wast but uuu murtal u 
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* Before honour is humility.' Does not dearer light come 
for you on that law after reading these nobly pious words? 
And note you who9e humility ? How is it that the sound of 
the bell comes so instinctiydy into his chiming Terse ? This 
gentle singer is the son of — Archibald Bell-the-Cat 1 

And now perhaps you can read with right sympathy the 
scene in Marmion between his father and King Jamea. 



* His hand the monarch Badden took — 
Now, by the Brace's soul, 
Angus, my hasty speech forgive. 
For sore as doth his spirit live 
As he said of the Douglas old 
I well may say of you, — 
That never king did subject hold. 
In speech more free, in war more bold. 
More tender and more true : 
And while the king his hand did strain 
The old man's tears fell down like rain.' 



I believe the most infidel of scholastic readers can scarcely 
but x>erceive the relation between the sweetness, simplicity, 
and melody of expression in these passages, and the gentle- 
ness of the passions they express, while men who are not 
scholastic, and yet are true scholars, will recognise further in 
them that the simplicity of the educated is lovelier than the 
simpHcity of the rude. Hear next a piece of Spenser's teach- 
ing how rudeness itself may become more beautiful even by 
its mistakes, if the mistakes are made lovingly. 



* Ye shepherds * daughters that dwell on the green, 

Hye you there apace ; 
Let none come there but that virgins been 

To adorn her grace : 
And when you come, whereas she in place. 
See that your rudeness do not you disgrace ; 

Bind your fillets fast. 

And gird in your waste, 
For more fineness, with a taudry lace.* 
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^ Bring hither the pink and purple callumbine 

With gylliflowers ; 
Bring coronations, and sops in wine, 

Worn of paramours ; 
Strow me the ground with daffadowndillies 
And cowslips, and kingcups, and loved lilies ; 

The pretty paunce 

And the chevisaunce 
Shall match with the fair flowre-delice.' ' 

Two short pieces more only of master song, and we have 
enough to test all by. 

(2) * No more, no more, since thou art dead. 

Shall we e^er bring coy brides to bed, 
No more, at yearly festivals, 

We cowslip balls 
Or chains of columbines shall make, 
For this or that occasion's sake. 
No, no ! our maiden pleasures be 
Wrapt in thy winding-sheet with thee.* ' 

(3) * Death is now the phoenix rest, 

And the turtle's loyal breast 
To eternity doth rest. 
Truth may seem, but cannot be ; 
Beauty brag, but His not she : 
Truth and beauty buried be.' ' 

If now, "with the echo of these perfect verses in your mind, 
you turn to Byron, and glance over, or recall to memory, 
enough of him to give means of exact comparison, you will, 
or should, recognise these following kinds of mischief in him. 
First, if any one offends him — as for instance Mr. Southey, or 
Lord Elgin — * his manners have not that repose that marks 
the caste,' &c. This defect in his Lordship's style, being my- 

' SliephcnVs CaUndnr. * Coronati'm,' loyal-pastoral for Carnation ; 
•sops in wine,* jolly-pastoral for double pink; * paunce,' thoughtless 
pastoral for pansy ; * chevisaunce * I don't know, (not in Gerarde) ; 
* flowre-delico ' — pronounce dellice — half made up of * delicate * and * de- 
licious. ' 

" Herrick, Dirge for JepWiah^s Daughter, " Faasionate PUgrim. 
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Belt Bcmpulously and even painfully reserred in the use of 
Tituperative language, I need not say how deeply I de- 
plore.* 

Secondly. In the best and most violet-bedded hits of his 
work there is yet^ as compared with Elizabethan and earlier 
verse, a strange taint ; and indefinable — evening flavour of 
Covent Qarden, as it were ; — not to say, escape of gas in the 
Strand. That is simply what it proclaims itself — London air. 
If he had lived all his life in Green-head Ohyll, things vrould 
of course have been different But it was his fate to come to 
town — modem town — like Michael's son ; and modem Iion- 
don (and Venice) are answerable for the state of their drains, 
not Byron. 

Thirdly. His melancholy is without any relief whatsoever ; 
his jest sadder than his earnest ; while, in Elizabethan work, 
all lament is full of hope, and all pain of balsam. 

Of this evil he has himself told you the cause in a single 
line, prophetic of all things since and now. ' Where he gazed, 
a gloom pervaded spnca' ' 

So that^ for instance, while Mr. Wordsworth, on a visit to 
town, being an exemplary early riser, could walk, felicitous, 
on Westminster Bridge, remarking how the city now did like 
a garment wear the beauty of the morning ; Byron, rising 
somewhat later, contemplated only the garment which the 
beauty of the morning had by that time received for wear 
from the city : and again, while Mr. Wordsworth, in irrepres- 
sible religious rapture, calls God to witness that the houses 
seem asleep, Byron, lame demon as he was, flying smoke- 
drifted, unroofs the houses at a glance, and sees what the 



' In this point, compare the Curse of Minerva with the Tears of tlie 

MllMS. 

* *He,* — Lucifer; (Vision of Judrfment^ 24). It is precisely because 
B^Ton was not his servant, that he could see the gloom. To the Devil's 
true servants, their Master's presence brings both cheerfulness and pros- 
perity ; — with a delightful sense of their own wisdom and virtue ; and 
of the 'progress* of things in general : — in sniootli sea and fair weather, 
— and with no need either of helm touch, or oar toil : as when once one 
is well within the edge of Maelstrom. 
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iiiiglity cockney Leart of tbem contains iti tha still lying of it, 
and will atir up to purpose in the waking business of it, 



Fourthly, with this Bteatlineaa of bitter melnncholy, there ia 
joined a sense of tbe material beauty, both of inanimate iin- 
ture, the lower noinmla, and human beings, which io the iri- 
descence, colour-depth, and morbid (luse the word deliberately) 
mystery and softness of it, — with other qualities indescribable 
by any single words, and only to be analysed by estremo care, 
— is found, to the full, only in five men that I know of in 
modem times ; namely Eousseau, Shelley, Bj-ron, Turner, 
and myself, — differing totally and throughout the entire group 
of ua, fi'om the delight in clear-struck beauty of Angeheo and 
the Trecentiati ; and separated, much more singularly, from 
the cheerful joys of Chaucer, Shakespeare, and Scott, by its 
unaccountable affection for ' Bokkes blak ' and other forma 
of terror and jiower, such as those of the ice-oceans, which to 
Sliakeapeare were only Alpine rheum ; and the Via Malaa and 
Diabohc Bridges which Dante would liave condemned none 
but lost souls to climb, or cross ; — all this love of impending 
mountains, coiled thunder- clouds, and dangerona sea, being 
joined in ua with a sulky, almost ferine, love of retreat in vol- 
leys of Charmettes, gulphs of Spezzia, ravines of Olympus, low 
lodgings in Chelsea, and close brushwood at Coniston. 

And, lastly, also in the whole group of us, glows volcanic 
instinct of Astnean justice returniaig not to, but up out of, the 
earth, which will not at all suffer us to rest any more in Pope's 
serene ' whatever is, is right ; ' but holds, on the contrary, pro- 
found conviction that about ninety-nine hundredths of what- 
ever at present is, is wrong ; conviction making four of us, 

' Idand, li. 4 ; purfHOlly orthodoi theology, you obiiervo ; no denial 
ot the fall.— nor Bub^titntion of Buctefiim birth for it. Nay, nearly 
Evangelical theology, in contempt for tlii< humnn Iienrt : but witli deeppr 
than Evangelical liiimility, ackaovr lading aUo what ia sordid iu ila 
oirllisaliou. 
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according to our several mannerB, leaders of rerolntioiii for 
the poor, and declarers of political doctrine monstrona to the 
ears of mercenary mankind ; and driving the fifth, leas flui- 
guine, into mere painted-melody of lament over the faUacy of 
Hope and the implacableness of Fate. ' 

In Byron the indignation, the sorrow, and the efihrt are 
joined to the death : and they are the parts of hia nature (as 
of mine also in its feebler terms), which the selfiahly comforta- 
ble public have, literally, no conception of whatever ; and from 
which the piously sentimental public, offering up daily the 
pure emotion of divine tranquillity, shrink with anathema not 
unembittered by alarm. 

Concerning which matters I hope to speak further and with 
more precise illustration in my next paper ; but, seeing that this 
present one has been hitherto somewhat sombre, and perhaps^ 
to gentle readers, not a little discomposing, I will conclude it 
with a piece of light biographic study, necessary to mj plan, 
and as conveniently admissible in this place as afterwards ; — 
namely, the account of the manner in which Scott — ^whom we 
shall always find, as aforesaid, to be in salient and palpable 
elements of character, of the World, worldly, as Bums is of the 
Flesh, fleshly, and Byron of the Deuce, damnable, — spent his 
Sunday. 

As usual, from Lockhart's farrago we cannot find out the 
first thing we want to know, — whether Scott worked after his 
week-day custom, on the Sunday morning. But, I gather, 
not ; at all events his household and his cattle rested (Li. iii. 
108). I imagine he walked out into his woods, or read quietly 
in his study. Immediately after breakfast, whoever was in 
the house, 'Ladies and gentlemen, I shall read prayers at 
eleven, when I expect you all to attend ' (vii. 306). Question 
of college and other externally unanimous pray era settled for 
us very briefly : *if you have no faith, have at least manners.' 
He read the Church of England 8er\'icc, lessons and all, the 
latter, if interesting, eloquently {ibid,). After the service, one 
of Jeremy Taylor's sermons (vi. 188). After the sermon, if the 
weather was fine, walk with his family, dogs included and 
guests, to cold picnic (iii. 109), followed by short extempore 
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biblical novelettes ; for he hEid bis Bible, tbo OH Testa- 
loent especially, by heart, it having been Lia naotber's last gift 
to him (vi. 174). These iGsaoDs to his children in Bible his- 
tory were always given, whether there was picoio or not For 
the rest of the afternoon he took hie pleasure hi the woods 
with Tom Purdie, who also always appeared at hia master'a 
elbow on Sunday after dinner was oser, and drank long hfe 
to the laird and his lady and all the good company, in a quaigh 
of whiskey or a tumbler of wine, according to hia fancy (vi. 
195). 'Whatever might happen on the otlier evenings of the 
week, Scott always dined at home on Sunday ; and with old 
friends : never, unless inevitably, receiving any person with 
whom he stood on ceremony (v. 335). He came into the room 
rubbing his hands like a boy arriving at home for the holidays, 
his Peppers and Mustards gambolling about him, 'and even 
the stately Maida grinning and wagging his tail with sympa- 
thy.' For the usquebaugh of the lesB honoured week-days, at 
the Sunday boar<l he circulated the champagne briskly during 
dinner, and considere<I a pint of claret each man's fair share 
afterwards {v. 339). In the evening, music being to the Scot- 
tish worldly mind indecorous, he i-ead aloud some favourite 
author, for the amusement or edification of his little circle. 
Shakespeare it might be, or Dryden, ^Johnson, or Jonnna 
Baillie, — Crabbe, or Wordsworth. But in those days 'Byron 
was pouring out his spirit fresh and full, and if a new piece 
from his hand had appeared, it was »ure to be read by ScoU the 
Sunday evening afferwarda ; and that with such deUghted em- 
phasis as showed how completely the elder bard had kept up 
his enthusiasm for poetry at pitch of youth, and all his admira- 
tion of genius, free, pure, and unstained by the least di-op of 
literary jealousy ' (v. 341). 

With such necessary and easily imaginable varieties as 
chanced in having Dandy Dinmont or Captain Brown for 
guests at Abbotsford, or Colonel Mannering, Counsellor Pley- 
dell, and Dr. Robertson in Castle Street, such was Scott's 
habitual Sabbath : a daj-, we perceive, of eating the fat, {din- 
»HT, presumably not cold, being a work of necessity and mercy 
— thou also, even thou. Saint Thomas of Trumbull, hast 
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thine !) and drinking the sweety abundant in the manner of 
Mr. Southej^s cataract of Lodore, — < Here it comes, sparkling.' 
A day bestrewn with coronations and sope in wine ; deep in 
libations to good hope and fond memory ; a day of z^st to 
beast^ and mirth to man, (as also to sympathetic beasts that 
can be merry,) and concluding itself in an Orphic hour of de- 
light, signifying peace on Tweedside, and goodwill to men, 
there or ba away ; — always excepting the French, and Boney. 

' Yes, and see what it all came to in the end.' 

Not so, ddrk-viruleut Minos-Mucklewrath ; the end came of 
quite other things : of these, come such length of days and 
peace as Scott had in his Fatherland, and sudi immortality as 
he has in all lands. 

NathlesS) firm, though deeply courteous, rebuke, for bis 
sometimes overmuch light-mindedness, was administered to 
him by the more grave and thoughtful Byron. For the Lord 
Abbot of Newstead knew his Bible by heart as well as Scott, 
though it had never been given him by his mother as her dear- 
est possession. Knew it, and, what was more, had thought of 
it, and sought in it what Scott had never cared to think, 
nor been fain to seek. 

And loving Scott well, and always doing him every possible 
pleasure in the way he sees to be most agreeable to him — as, 
for instance, remembering with precision, and writing down 
the very next morning, every blessed word that the Prince 
Regent had been pleased to say of him before courtly audi- 
ence, — he yet conceived that such cheap ryming as his ovni 
Bride of Abydos, for instance, wliich he had written from be- 
ginning to end in four days, or even the tmvelling reflections 
of Harold and Juan on men and women, wore scarcely steady 
enough Sunday afternoon's reading for a patriarch -Merlin like 
Scott. So he dedicates to him a work of a truly religious ten- 
dency, on which for his o^vn part he has done his best, — the 
drama of Cain. Of which dedication the virtual significance 
to Sir Walter mierht be translated thus. Dearest and last of 
Bordei" soothsayers, thou hast indeed told us of Black Dwarfs, 
and of White Maidens, also of Grey Friars, and Green Fairies ; 
also of sacred hoUies by the well, and haunted crooks in the 
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glen. But of the bushes that the black dogs rend in the 
woods of Phlegethon ; and of the crooks in the glen, and the 
bickerings of the bumie where ghosts meet the mightiest of 
us ; and of the black misanthrope, who is by no means yet a 
dwarfed one, and concerning whom wiser creatures than 
Hobbie Elliot may tremblingly ask * Gude guide us, what's 
yon ? ' hast thou yet known, seeing that thou hast yet told, 
nothing, 

Scott may perhaps have his answer. We shall in good time 
hear. 

John Buskdl 
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likes, — birds, or butterflies, or flowers, or fruit In later jen^ 
the indulgence of using the colour should only be granted as 
a reward, after it has shown care and progress in its drawings 
with pencil A limited number of good and amnmng prints 
should always be within a boy's reach : in these days of cheip 
illustration he can hardly possess a volume of nursery tales 
\vithout good woodcuts in it, and should be encouraged to copy 
what he likes best of this kind ; but should be firmly restricted 
to 2k few prints and to a few books. If a child has many toys, 
it will get tired of them and break them ; if a boy has numy 
prints he will merely dawdle and scrawl over them ; it is by 
the limitation of the number of his possessions that his pleas- 
ure in them is perfected, and his attention concentrated. The 
parents need give themselves no trouble in instructing him, as 
far as drawing is concerned, beyond insisting upon economi- 
cal and neat habits with his colours and paper, showing Iiim 
the best way of holding pencil and rule, and, so far as they 
take notice of his work, pointing out where a line is too short 
or too long, or too crooked, when compared with the copy ; 
accuracy being the first and last thing they look for. If the 
child shows talent for inventing or grouping figures, the par- 
ents should neither check, nor praise it They may laugh with 
it fmnkly, or show pleasure in what it has done, just as tliey 
show pleasure in seeing it well, or chcei-ful ; but they must 
not praise it for being clever, any more than they would praise 
it for being stout They should praise it only for what costs 
it self-denial, namely att<?ntion and bard work ; otherwise 
they will make it work for vanity s aake, and always badly. 
The best books to put into its hands are those illustrated 
by George Cruikshank or by Ricliter. (See Appendix.) At 
about the age of twelve or fourteen, it is quite time enough 
to set youth or girl to serious work ; and then this book will, 
I think, be useful to them ; and I have good hope it may be 
so, likewise, to persons of more advanced age wishing to know 
something of the first principles of art 

Yet obsen'e, that the method of study recommended is not 
brought forward as absolutely the best, but only as the best 
which I can at present devise for an isolated student It ia 



PEEFACE. 



It may perhaps be thought, that in prefacing a Manual of 
Drawing, I ought to expatiate on the reasons why drawing 
should be learned ; but those reasons appear to me so many 
and so weighty, that I cannot quickly state or enforce them. 
With the reader's permission, as this volume is too large al- 
ready, I will waive all discussion respecting the importance 
of the subject, and touch only on those points which may ap- 
pear questionable in the method of its treatment 

In the first place, the book is not calculated for the use of 
children tmder the age of twelve or fourteen. I do not think 
it advisable to engage a child in any but the most voluntary 
practice of art. If it has talent for drawing, it will be con- 
tinually scrawling on what paper it can get ; and should be 
allowed to scrawl at its own free will, due praise being given 
for ever}^ appearance of care, or truth, in its efforts. It should 
be allowed to amuse itself with cheap colours almost as soon 
as it has sense enough to wish for them. If it merely daubs 
the paper with shapeless stains, the colour-box may be taken 
away till it knows better : but as soon as it begins painting 
red coats on soldiers, striped flags to ships, etc., it should 
have colours at command ; and, without restraining its choice 
of subject in that imaginative and historical art, of a military 
tendency, which children dehght in, (generally quite as valu- 
able, by the way, as any historical art dehghted in by their 
elders,) it should be gently led by the parents to try to draw, 
in such childish fashion as may be, the things it can see and 



326 PREFACE. 

not let jour anxiety to reach the platter and the cnp interfere 
with jour education of the Raphael Obtain first the beat 
work you can, and the ablest hands, irrespectiye of any con- 
sideration of economy or facility of production. Then lesre 
your trained artist to determine how far art can be popular- 
ised, or manufacture ennobled. 

Now, I believe that (irrespectiye of differenoes in indiTidiial 
temper and character) the excellence of an artist, as such, 
depends wholly on refinement of perception, and that it is 
this, mainly, which a master or a school can teach ; so 
that while powers of invention distinguish man from man, 
powers of perception distinguish school from schooL AU 
great schools enforce delicacy of drawing and subtlety of 
sight : and the only rule which I have, as yet, found to be 
without exception respecting art, is that all great art is deli- 
cate. 

Therefore, the chief aim and bent of the following system 
is to obtain, first, a perfectly patient, and, to the utmost of 
the pupil's power, a delicate method of work, such as may 
ensure his seeing truly. For I am nearly convinced, that 
when once we see keenly enough, there is very little difficulty 
in drawing what we see ; but, even supposing that this diffi- 
culty be still great, I believe that the sight is a more im- 
2>ortant thing than the dmwing ; and I would rather teach 
drawing that my pupils may learn to love Nature, than teach 
the lookinjj at Nature that thev mav learn to draw. It is 
surely also a more important thing for yoimg people and un- 
2)rofessional students, to know how to appreciate the art of 
others, than to gain much power in art themselves. Now the 
modes of sketching ordinai'ily taught are inconsistent with 
this power of judgment No person trained to the superficial 
execution of modern water-colour painting, c:in understand 
the work of Titian or Leonardo ; thev must for ever remain 
blind to the refinement of such men's pencilling, and the pre- 
cision of their thinking. But, however slight a degi*ee o^ 
manipulative power the student may reach by pursuing the 
mode recommended to him in these letters, I will answer for 
it that he cannot go once through the advised exercises without 
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beginning to understand wliat masterly work mefms ; and, by 
the time be bas gained some proficiency in them, he will have 
a pleasure in lixtking at the painting of the great schools, and 
a new perception of the exquisitenesa of natural scenery, such 
lis would repay bim for much more labour than I have asked 
bim to imdergo. 

That labour is, neTcrtheless, sufficiently irksome, nor is it 
possible that it should be otherwiao, so long as the pupil 
works unassisted by a master. For tbe smooth and straight 
road which admits unembaiTassed progress must, I fear, be 
dull as well as smooth ; aud the hedges need to be close and 
trim when there is no guide to warn or bring back the erring 
traveller. The system followed in this work will, therefore, 
at first, suqirise somewhat sorrowfully those who are familiar 
with the practice of our class at the Working Men's College ; 
for there, the pupil, having the master at his side to extricate 
him from such embarrassments as bis first efibrts may lead 
into, is at once set to draw from a solid object, and soon finds 
eutei'tainmeut in his efforts and interest iu his difficulties. 
Of course the simplest object which it is possible to set before 
the eye is a sphere ; and practically, I find a child's toy, a 
white leather ball, better than anything else ; as the gradations 
on balls of plaster of Paris, which I use sometimes to try the 
strength of pupils who have had previous practice, are a little 
too delicate for a beginner to i>erceive. It has been objected 
that a cu-cle, or the outline of a sphere, is one of the most 
difficult of all hues to draw. It is so ; but I do not want it to 
be drawn. All that his study of the ball is to teach the pupil, 
is the way iu which shade gives the appearance of projection. 
This he learns most satisfactorily from a sphere ; because any 
solid form, terminated by straight lines or flat surfaces, owes 
some of its appearance of projection to its perspective ; but in 
the sphere, what, without shade, was a flat circle, becomes, 
merely by the addetl shade, the image of a sohd ball ; and this 
fact is just OS striking to the learner, whether his circular out- 
hne be true or false. He is, therefore, never allowed to 
trouble himself about it ■ if he makes the ball look as oval as 
an egg, the deyree of error is simply pointed out to him, and 
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he does better next time, and better still the nexL Bat 
mind is always fixed on the gradation of shade, and the out- 
line left to t^e, in due time, care of itself. I call it oatlin^ 
for the sake of immediate inteUigibility, — strictly apeaking, it 
is merely the edge of the shade ; no pupil in m j daaa being 
ever allowed to draw an outline, in the ordinary sense. It is 
pointed out to him, from the firsts that Natore xeUeves one 
mass, or one tint» against another ; but outlines none. The 
outline exercise, the second suggested in this letter, is recom- 
mended, not to enable the pupil to draw outlines, bat as the 
only means by which, unassisted, he can test his accuracy of 
eye, and discipline his hand. When the master is by, errors 
in the form and extent of shadows can be pointed out as 
easily as in outline, and the handling can be gradually cor- 
rected in details of the work. But the solitary student can 
only find out his own mistakes by help of the traced limits and 
can only test the firmness of his hand by an exercise in which 
nothing but firmness is required ; and during which all other 
considerations (as of softness, complexity, &c.) are entirely 
excluded. 

Both the system adopted at the Working Men's College, 
and that recommended here, agree, however, in one principle, 
which I consiclor tlio most important and special of all that 
are involved in my teaching : namely, the attaching its full 
importance, from the first, to local colour. I believe that the 
endeavour to separate, in the course of instruction, the ob- 
servation of light and shade from that of local colour, has 
always been, and must always be, destructive of the student's 
power of accurate sight, and that it connipts his taste as much 
as it retards his progress. I will not occupy the reader's time 
by auy discussion of the principle here, but I wish him to 
note it as the only distinctive one in my system, so far as it ix 
a system. For the recommendation to the pupil to copy faith- 
fully, and without alteration, whatever natural object he 
chooses to study, is serviceable, among other reasons, just be- 
cause it gets rid of systematic rules alto^^cther, and teaches 
people to draw, as country lads leiun to ride, without saddle 
or stirrups ; my main object being, at fiinst, not to get my 
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pupils to hold their reins prettily, but to " sit like a jack- 
anajiea, never off." 

lu these writteu instructioDs, therefore, it hns always bees 
with regret that I have seen myself forced to advise anything 
like monotououa or formal discipUue. But, to the unaasisted 
student, such formalities ore indispensable, and I am not with- 
out hope that the sense of secure advimcement, and the pleas- 
ure of independent effort, may render the tolloiving out o( 
even the more teilious exercises here proposed, possible to the 
solitary learner, without weariness. But if it should be other- 
wise, and he finds the first steps painfully irksome, I can only 
desire him to consider whether the acquirement of so great n 
power as that of pictorial espression of thought be not worth 
some toil ; or whether it is likely, in the mitural order of 
matters in this workuig world, that so great a gift should be 
attainable by those who wdl give no price for it. 

One task, however, of some difficulty, the student will find 
I have not imposed upon him : namely, learning the laws of 
perspective. It would be worth while to learn them, if he 
could do so easily ; but without a masier's help, and in the 
way perspective is at present explained in treatises, the diffi- 
culty is greater than the gain. For perspective is not of the 
slightest use, except in rudimentary work. You cau draw the 
rounding line of a table in perspective, but you cauuot draw 
the sweep of a sea bay ; you can foreshorten a log of wood 
by it, but you canuot foreshorten an arm. Its laws are too 
gi'oss and few to be applied to any subtle fonn ; therefore, as 
you must learn to dmw the subtle forms by the eye, certainly 
you may draw the simple ones. No great painters ever 
trouble themselves about perspective, and very few of them 
know its laws ; they draw everything by the eye, and, nat- 
urally enough, disdain in the easy parts of their work rules 
which cannot help them iu difficult ones. It would take 
about a month's labour to draw imperfectly, by laws of per- 
spective, what any great Venetian mil draw perfectly in five 
minutes, when he is throwing a wreath of leaves round a 
head, or bending the curves of a pattern in and out among 
the folds of drapery. It is true that when perspective was 
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covered, everybody amused themselves with it ; and 
Liie great paiiit«rs put fine saloons aud arcades behiud 
ir mailonnaB, merely to show that they could draw in per- 
itive : but even this was generally done by them ouly to 
h tlie public eye, aud they disdained tht^ perspective so 
:h, that though they took the greatest pains with the cir- 
of u crown, or tbo rim of a ciystol cup, in the heart of 
[■ picture, they would twist their capitals of columus and 
er& of churches about in the background iu the most wan- 
way, wherever they liked the lines to go, provided only 
■ueyleft just perspective enough to please the public. In 
nodem days, I doubt if any artist among us, except David 
berta, knows so much perspective as would enable him to 
!mw a Gothic arch to scale, at a given angle and distance. 
imer, though he was professor of perspective to the Hoyol 
Academy, did not know wliat he proteased, aud uever, as far 
Ba 1 remember, drew a single building in true perspective iu 
his life ; he drew them only with as much perspective as suited 
him. Prout also knew nothing of perspective, and twisted 
his buildings, aa Turner did, into whatever shapes he liked. 
I do not justify this ; aud would reconimeud the student nt 
leiist to treat jiei-speotive with coninion ciriUtv, but lo pay no 
court to it. The best way he can learn it, by himself, is by 
taking a pane of glass, fised in a frame, so that it can be set 
upright before the eye, at the distance at which the proposed 
sketch is intended to be seen. Let the eyo be placed at some 
fised point, opposite the middle of the pane of glass, but ns 
high or as low as the student likes ; then with a brush at the 
end of a stick, and a. little body-colour that will adhere to the 
glass, the lines of the landscape may bo traced on the glass, 
as you see them through it When so traced they are all in 
true perspective. If the glass be sloped in any direction, the 
lines are still in true perspective, only it is perspective cal- 
culated for a sloping plane, while common perspective always 
supposes the plaue of the picture to be vertical. It is good, 
in early practice, to accustom yourself to enclose your subject, 
before sketching it, with a light frame of wood held upright 
before you ; it will show you what you may legitimately take 
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into your picture, and what choice there is between a narrow 
f oregi'ound near you, and a wide one farther off ; also, what 
height of tree or building you can properly take in, &c.* 

Of figure drawing, nothing is said in the following pages, 
because I do not think figures, as chief subjects, can be drawn 
to any good purpose by an amateur. As accessaries in land- 
scape, they are just to be drawn on the same principles as 
anj-ihing else. 

Lastly : If any of the directions given subsequently to the 
student should be found obscure by him, or if at any stage of 
the recommended practice he finds himself in difiiculties 
which I have not provided enough against, he may apply by 
letter to Mr. Ward, who is my under drawing-master at the 
Working Men's College (45 Great Ormond Street), and who 
will give any required assistance, on the lowest terms that 
can reuumerate him for the occupation of his time. I have 
not leisure myself in general to answer letters of inquiry, 
however much I may desire to do so ; but Mr. Ward has al- 
ways the power of referring any question to me when he 
thinks it necessary. I have good hope, however, that enough 
guidance is given in this work to prevent the occurrence of 
any senous embarrassment ; and I beUeve that the student 
who obeys its directions will find, on the whole, that the best 
answer of questions is perseverance ; and the best drawing- 
masters are the woods and hills. 

* If the student is fond of architecture, and wishes to know more of 
perspective than he can learn in this rough way, Mr. Runciman (of 49 
Accacia Road, St. John's Wood), who was my first drawing-master, and 
to whom I owe many happy hours, can teach it him quickly, easily, and 
rightly. 
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LETTER L 

on first pbaotioe. 

My Dear Reader : 

Whether this book is to be of use to you or not, depends 
wholly on your reason for wishing to learn to draw. If you 
desire only to possess a graceful accomplishment, to be able 
to converse in a fluent manner about drawing, or to amuse 
yourself listlessly in listless hours, I cannot help you : but if 
you wish to learn drawing tliat you may be able to set down 
clearly, and usefully, records of such things as cannot be de- 
scribed in words, either to assist your own memory of them, 
or to convey distinct ideas of them to other people ; if you 
wish to obtain quicker perceptions of the beauty of the 
natural world, and to preserve something like a true image of 
beautiful things that pass away, or which you must yourself 
leave ; if, also, you wish to understand the minds of great 
painters, and to be able to appreciate their work sincerely, 
seeing it for yourself, and loving it, not merely taking up the 
thoughts of other people about it ; then I can help you, or, 
wliicli is better, show you how to help yourself. 

Only you must understand, first of all, that these powers 
which indeed are noble and desirable, cannot be got without 
work. It is much easier to learn to draw well, than it is to 
learn to play well on any musical instrument ; but you know 
that it takes three or four years of practice, giving three or 
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.- liouTS a day, to acquire even ordinarj- commani] over the ■] 
I of ft piano ; and you must not think that n masterly- com- ] 
^(1 of your pencil, and the knowledge of what may be done ] 

it, can be acquired without puinataking, or in a t«ry 
it time. The kind of drawing which ia taught, or Bup- 
•d to be taught, iu our acliools, in a term or two, perhaps ■ 
B rate of an Lour'a practice n week, ie not drawing at alL 
only the performance of a few desteroua (uot always c\'«n ! 
evolutions on paper with a black-lead pencil ; proBtlesa 
to performer and behnliler unless as a matter ot vanitv, 
uu that the smallest possible vanity. If any young person, 
fter being taught what ia, in polite circles, called " drawing," 
will liy ta copy the comnjoncst piece of real tmrl- — suppose 
a lithogi-aph on the titlepnge of a new opera air, or a woodcut 
in the cheapest illustrated newspaper of tlie day — they will 
find themselves entirely beaten. And yet that common lithii- 
graph was drawn wth coarse chalk, much more difficult to 
manage than the pencil of which an accomplished young lady 
ia supposed to have command ; and that woodcut was drawn 
in urgent haste, and half spoiled in the cutting aftcrwanJa ; 
and both were done by people whom nobody thinks of as ar- 
tists, or pmises for their power ; 1k>)1i were done for 'laily 
bread, with no more artiat'a pride than any simple handicrafts- 
men feel in the work they live by. 

Do not, therefore, think that you can learn drawing, any more 
than a new language, without some hard and disagreeable la- 
bour. But do not, on the other hand, if you are ready and 
willing to pay this price, fear that you may be unable to get 
on for want of apecial talent. It is indeed true that the per- 
sons who have peculiar talent for art, draw instinctively and 
get on almost without teaching ; though never without toil 
It ia true, also, that of inferior talent for drawing there are 
many degrees ; it will take one person a much longer time 
than another to attain the same results, and the results thus 
painfully attained are never quite so satisfactory as those got 
with greater ease when the faculties are natumlly a<lapted to 
the study. But I have never yet, in the experiments I have 
made, met with a person who could not leai'u to draw at all ; 
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and, in peneral, there is n Batisfactorv and aTailable power in 
every one to learn drawing if lie wishes, just as nearly all per- 
sona have the power of learniug French, Latin, or arithmetic, 
in a decent and useful degree, if their lot in life requires them 
to possess such knowledge. 

Supposing then that you are ready to take a certain amount 
of paiiiH, and to bear a little irksomenees and a few disappoint- 
ments bravely^, I can promise you (hat an hour's practice a day 
for sii months, or an hour's practice every other day for 
twelve months, or, diaposeil in whatever way you find couve- 
nienl, some hundred and fifty hours' practice, will give you 
sufficient power of drawing faithfully whatever you want to 
draw, and a good judgment, up to a certain point, of other 
people's work : of which houi-s, i£ you have one to spare at 
present, we may as well begin at &nce. 



EvERTTHiNO tliat jou Can see, in the world ni-ound you, pre- 
sents itself to your eyes only as an arrangement of patches of 
different colours variously sliaded.* Some of these patches of 

* |N. B. ThiH note is only for tha Batiafaction of incredulouB or ourioiiH 
readers. You may hjIbs it if jou are in o. liurry, or are wiiling lo lake 

Tlie perception at solid Form \i entirely n matter of eiperiBnoe. We 
vf tiuthitig but Hat colonrs ; and it is only by a sf^riea of expeiimontii 
that ire find out that a stain of black or ^tf-y indicates tlie dark side of 
a solid substanCB, or tliat a taint hue indinateg that the object in whicli 
it appears is tar airay. The vholo technical pover of painting depends 
on our recovery of what may be called the innoeeitet oftheeyi-; that is 
to Hay, a Eort of childish perception of these flat stains of ooluur, merely 
as siicli, without consciousness of what they signify, as a blind man 
would gee them if suddenly gifted with tight. 

For instance ; when grass is lighted strongly by the snn in certain 
directions, it ia turned from green into » peculiar and iomewhat dusty- 
looking yellow. If we had been born blind, and were suddenly en- 
dowed with sight on a piece of graaa thus lighted in some parts by the 
gun. it would appear to ns that part of t)>e grass was green, and part 
a dusty yellow (very nearly of the colour of primrosea) ; and, if there 
were primrosea near, we slionld think that the Bunlight«d grass was an- 
other mass uf plants of the same anlpLur-yijUow colour. We should try 
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colour have nn appearance of lines or iez:(<iire within them, aa 
a piece of cloth or slik has of threadB, or an animal's flldn 
abows texture of Lairs ; but wbether this be the case or not, 
the first broad aspect of the thing is that of a patch of some 
definite colour ; and the first thing to be learned is^ how to 
produce extents of smooth colour, without texture. 

This con only be done properly with a brush ; bat a brush, 
being soft at the point, causes so much uncertainty^ in the 
touch of an unpractised hand, that it is hardly possible to 
learn to draw first with it, and it is better to take, in early 
practice, some instrument with a hard and fine pointy both 
that we may give some support to the hand, and that by work- 
ing over the subject with so delicate a point, the attention may 
he properly directed to all the most minute parts of it Even 

to gather some of them, and then find that the colour went awaj from 
the grass when we stood between it and the san, but not from the prim- 
roses ; and 1)7 a series of experiments we should find out that the snn 
was really the cause of the colour in the one, — not in the other. We 
go through such processes of experiment unconsciously in childhood ; 
and having once come to conclusions touching the signification of certain 
coloiii's, we always suppose that we wr what we only know, and have 
hardly any consciousness of the real aspect of the «igns we have learned 
to intorprot. Very f(*w people have any idea that snnlighted t^rass is 
yellow. 

\ow, a liii?hly accomplished artist has always reduced himself as 
in'jirly as possible to this condition of infantine sight. He sees the ful- 
ours of nature exactly as they are, ancMlierefore perceives at on?e in 
the sunlik'hted grass the precise n*lation between the two colours that 
form its shade and light. To him it does not seem shade and light, but 
blr.i.-;h gn*en barred with gold. 

Strive, therefon*, first of all, to convince yourself of this great fact 
about sight. This, in your hand, which you know by experience aiiil 
touch to be a book, is to your eye nt)thiug but a patch of white, vari- 
ously gradate*! and spotted; this other thinir near you, which by exp«'- 
rience you know to be a table, is to your eye only a patch of brown, 
variously darkened and veined ; and so on : and the whole art of Paint- 
ing consists merely in perceiving tin* shaiK? and depth of these j>atehos 
of colour, and putting ]>atchesof tin* sann* size. dr]>th, and shape on caii- 
va«. The only obstacle to the success of painting is, that many of tb»* 
real colours are bright«'r and j>ab*r than it is po.fsiitU' to put on canvas : 
we mu>t put darker ones to represent them. 



OiV FIRST PRACTICE. 



237 



the beet nrtists need occasioually to study Bubjects milh n 
[winted instruinent, in order thoa to discipline their ntten- 
tiou : and a be^nuer must bo content to do so for a consider- 
iible peiiod. 

Also, obaen'e tlint before we trouble ourselves about differ- 
ences of colour, we innst be able to lay on one colour properly, 
in whatever gradations of depth and whatever shapes we want. 
We will try, therefore, fii-st to lay on tiuta or patches of grey, 
of whatever depth we want, with n pointed instrument 
Take any finely-pointed steel jwn (one of Gillott's lithographic 
crow-quills is best), and a. piece of quite smooth, but not shin- 
ing, note-paper, cream-laid, and get some ink that has stood 
idremly some time in the inkstand, so as to be quite black, and 
as thick as it con be without clogj^ng the pen. Take a rule, 
and draw four stniigiit lines, so as to enclose a square or 
nearly a aqufiro, about as large as a. Fig. 1. I say nearly a 
sLjuare. because it does not in the least matter whether it is 
quite stiunrc or not. the object being merely to get a space 
enclosed by straight lines. 



Now, try to fill in that square space with ciYissed lines, so 
completely and evenly that it shall look like a square patch of 
grey silk or cloth, cut out and laid on the white paper, as at b. 
Cover it quickly, first with straigbtish lines, in any direction 
you like, not troubling yourself to draw them much closer or 
neater than those in the square a. Iict them quit« dry before 
retouching them. (If you draw three or four squares side by 
side, 3'ou may always be going on with one while the others 
are drying). Then cover these lines with others in a different 
direction, and let those dry ; then in another direction still, 
and let those drj\ Always wait long enough to ruu no risk 
of blotting, aud then draw the liaes as quickly as you can. 
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Each ought to be laid on as swiftly as the dash of the pen of a 
good writer ; but if jou try to r^ush this great speed at first 
you will go oyer the edge of the square, which is a tavlt in 
this exercise. Yet it is better to do so now and then than to 
draw the lines yery slowly ; for if you do, the pen leaves a lit- 
tle dot of ink at the end of each line, and these dots spoil 
your work. So draw each line quickly, stopping alwajrs as 
nearly as you can at the edge of the square. The ends of lines 
which go oyer the edge are afterwards to be remoyed with the 
penknife, but not till you haye done the whole work, other- 
wise you roughen the paper, and the next line that goes over 
the edge makes a blot 

When you have gone oyer the whole three or four times, 
you will find some parts of the square look darker than other 
parta NoV try to make the lighter parts as dark as the rest, 
so that the whole may be of equal depth or darkness. You 
will find, on examining the work, that where it looks darkest 
the lines are closest, or there are some much darker lines, 
than elsewhere ; therefore jou must put in other lines, or 
little scratches and dots, beliveen the lines in the paler parts ; 
and where there are very conspicuous dark lines, scratch them 
out lightly with the penknife, for the eye must not be attracted 
by any line in particular. The more carefully and delicately 
you fill in the little gaps and holes the better ; you ^^ill get on 
faster by doing two or three squares perfectly than a great 
many badly. As the tint gets closer and begins to look even, 
work with very little ink in your pen, so as hardly to make 
any mark on the paper ; and at last, where it is too dju'k, use 
the edge of your penknife very lightly, and for some time, t-o 
wear it softly into an even tone. You will find that the gi'eat- 
est difficulty consists in getting evenness : one bit will always 
look dai'ker than another bit of your square ; or there will be 
a granulated and sandy look over the whole. When you find 
your paper quite rough and in a mess, give it up and begin 
another square, but do not rest satisfied till you have done 
your best with everj' square. The tint at last ought ot lrai4 
to be as close and even as that in b, Fi^. 1. You will find, 
however, that it is very difficult to get a j>a/(j tint ; because. 
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naturally, the ink lineti necessary to produce a close tint Ht all, 
blacken tbe paper more than you want. Tou must get over 
this difficulty not so much by leaving the lines wide apart us 
by trying to draw them excessively fine, lightly and swiftly ; 
being very cautious in filling in ; and, lit last, passing the pen- 
knife over the whole. By keeping several squares iu process 
at one time, and reserving your pen for the light one juat 
ivhen the ink is nearly exhausted, you may get on better. 
The paper ought, at last, to look lightly and evenly toned all 
over, with no linea distinctly visible. 



As this exercise in shading ia very tiresomd, it will be well 
to vary it by proceeding with another at the some time. The 
power of shading rightly depends mainly on lightnexn of hand 
and keeiinen'i of sight ; but there aj^ other qualities required 
in drawing, dependent not merely on tightness, but steadineas 
of hand ; and the eye, to be perfect in its power, must be 
made accurate as well as keen, and not only see shrewdly, but 
measui'e justly. 

Possess yourself, therefore, of any cheap work on botany 
containing oiiUine plates of leaves and flowers, it does not 
matter whether bad or good: "Baxter's British Flowering 
Plants " is quite good enough. Copy any of tbe simplest out- 
lines, first with a soft pencil, following it, by the eye, as nearly 
as you can ; if it does not look right in proportions, rub out 
and correct it, always by the eye, till you think it is right : 
when you have got it to your mind, lay tracing-paper on the 
book, on this paper trace the outline you have been copying, 
and apply it to your own ; and having thus ascertained tlie 
faults, correct them all patiently, till you have got it as nearly 
I accurate as may he. Work with a very soft pencil, and ilo not 

rub out so hard • as to spoil the surface of your paper ; never 

•Stilo crumb of bread is better,! t you »re making a delioate drawing, 

than India-rubber, for it disturbs the snrCaoe uf tbe paper less : bnt it 

crumbli^s about llie room and mukeB ■ rnvse; and. bsEjdea, you waste 

I the good bread, wlijuli is vrroua ; aud your drawing will not for a long 
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mind how dirty the paper gets, bat do not ronglien it ; and 
let the false outUnes alone where they do not really interfeze 
with the true one. It is a good thing to aocustom yourself to 
hew and shape your drawing oat of a dirty piece of paper. 
When you have got it as right as you can, take a quill pen, 
not very fine at the point ; rest your hand on a book about an 
inch and a half thick, so as to hold the pen long ; and go over 
your pencil outline with ink, raising your pen point aa seldom 
as possible, and never leaning more heavily on one part of 
the line than on another. In most outline drawings of the 
present day, parts of the curves are thickened to give an effect 
of shade ; all such outlines are bad, but they will serve well 
enough for your exercises, provided you do not imitate this 
character : it is better, however, if you can, to choose a 
book of pure outlines. It does not in the least matter 
whether your pen outline be thin or thick ; but it matters 
greatly that it should be equals not heavier in one place than 
in another. The power to be obtained is that of drawing an 
even line slowly and in any direction ; all dashing lines, or 
approximations to penmanship, are bad. The pen should, as 
it were, walk slowly over the ground, and you should be able 
at any moment to stop it, or to turn it in any other direction, 
like a well-managed horse. 

As soon as you can copy eveiy curve sloidtj and accurately, 
you have made satisfactory progress ; but you will find the 
difficulty is in the aloivnesa. It is easy to draw what appears 
to be a good line with a sweep of the hand, or with what is 
called freedom ; * the reid difficulty and masterliness is iu 

while be worth tho crumbs. So use India-rubber very lightly ; or, if 
heavily pressing it only, not passing it over the paper, and leave wliat 
pencil marks that will not come away so, without minding them. In a 
finished drawing the uneffaced jjenciling is often serviceable, helping 
the general tone, and enabling you to take out little bright lights. 

• What is usually so much sought after inider the term ** freedom " is 
the character of the drawing of a great master in a hurry, whose hand 
is so thoroughly disciplined, that when pressed for time he can let it fly 
as it will, and it will not go far wrong. But the hand of a great master 
at real irttrk is Jterer free : its swiftest dash is under i)erfect government 
Paul Veronese or Tiutoret could pause within a hair s breadth of any 
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never letting tiie Land be free, but keeping it under entile 
coutrol at eveiy part of the line. 



Meastime, you are alwajB to be going on with your shaded 
squares, uud chiefly with, these, the ouUine exercises being 
taken up only for rest. 

Ab booq as you find you hare tiome command of the pen aa 
a shading instrument, and can lay a pnle or dark tint as you 
choose, try to produce gradated spates hke Fig. 2., the dark 



lint passing graduaUy into the lighter ones. Neai-ly all ex- 
pression of form, in drawing, depends on your power of gra- 
dating delicately ; and the gradatiou is always most skilful 
which passes from one tint into another aery Utile paler. Draw, 
therefore, two parallel linea for limits to your work, as in Fig. 
2., and try to gradate the shade evenly from white to black, 
passing over the greatest ix>astble distance, yet so that every 

appointed mark, in tlieir fastest tuacbee ; and follow, n-ithin a bair's 
tircadtb, llie previouBl/ intended uarre. You must nuvt^r, therefore, 
nim at freedom. It is not ruqninsd of jour drawiug tliat it sliould be 
free, but Ihnt it abould be right: in time jou nill be able to do rif^lit 
ensilj. and tben j'oiir work will be free iu the beat sensu ; but there is 
no merit in doing mvng easily. 

TliflHd remarha, howeTer, do not apply lo tlie liues oaed in shading, 
wbioh, it will be ri<membered, are to be mftde as gute^y as possible. 
The reason of this ia, tliat the quicker a line is drawn, the lighter it is 
at the ends, and thi^fefore llio more easily joined with other lines, and 
conpealed by them ; the objeot in perfect aiodlog being to conceal the 
linei as mucli as pMoible. 

And observe, in this exercise, tlie object is more to get SrmnoES of 
hand than accnraej of eye for outline ; for there are no outlines in Mat- 
ure, and the ordinary student la sure to draw them falsely if he draws 
them at all. Do not, therefore, be discouraged if yon find mistakes 
continue to occur in yunr outlines ; be contcutalpresentif youfindrniir 
hand gaining command over the eurvLs. 
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'. the band muy have visible change in it. The percejy 

ju ' gradation ia very deficient iu all beginnerB (not to sar, 

many artista), and 30U will probably, for soioe time, tbiuk 

lUP gradation skiUul enough when it i8 quite pitchy and im- 

.Tfect. By getting a piece of grey shadeil riband, and cota- 

.ring it with your drawing, you may arrive, in eai'ly stages 

your work, at o wholesome diBsatisfaetJon with it. "Widen 

lur band little by little as you get more skilful, so as to girt 

e gradation more lateral space, anil accustom yom'self at the 

ime time to look for grinlnipil spaces in Nature. The sky is 

tUe largest and the raoai ueau^ful ; watch it at twilight, after 

the sou is doM-n, and tiy to consider each pane of glass iu the 

window you look through as a piece of paper coloureil blue, 

orgi-ey, orpurple, Hsit happens to be, and observe liow quietly 

and eontinuoualy the gradation estenda over the space in t!ie 

window, of one or two feet square. Observe the sbaclea on 

the outside and inside of a common white cup or bow-I, which 

make it look round and hollow ;• and then on foKIs of white 

drapery ; and thu8 gradually you will be led to observe the 

more subtle transitions of tlie hght us it increases or declines 

on flat surfaces. At last, when your eye gets keen and true, 

you will see grailatiou on eveiything in Natiirc 

But it will not be iu your power yet awhile to draw from 
any objects in which the gradations are varied and compU- 
cated ; nor will it be a bail omen for your future progress, and 
for the use that art is to be made of by you, if the fixst thing 
nt which you aim should be a little bit of sky. So take any 
narrow space of evening sky, that you can usually see, between 
the boughs of a tree, or between two chimneys, or through 
the corner of a pane in the window you like best to sit at, and 
try to gradate a little space of white paper as evenly as that 
is gradated — as tenderly you cannot gradai* it without colour, 
no, nor with colour either ; but you may do it as evenly ; or, 
if you get impatient with your spots and lines of ink, ■when 
you look at the beauty of the sky, the sense you will hare 
gained of that beauty is something to be thankful for. But 
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you ought not to be inipntient with jour pen and ink ; for oil 
great pnintera, however delicate their perception of colour, are 
fond i>f the peculiar effect of light which may be got in a pen- 
and-ink eketoh, and in a woodcut, by the gleaming of the white 
paper between the black lines ; aud if you cannot gradate well 
with pure black lines, you will never gradate well with pale 
ones. By looking nt any common woodcuts, in the cheap 
publications of the day, you may see how gradntiou is given 
to the Bky by lea^^ng the lines farther and farther apart ; but 
you must make your lines as fine as you can, as well as far 
apart, towards the light ; anil do not trj- to make them long 
or straight, but let them cross irregularly in any direction eaHy 
to your hand, depending on nothing but their gradation for 
your effect On this point of direction of lioea, however, I 
shall have to tell you more presently ; in the meantime, do not 
trouble yourself about it. 



As soon as you find you can gradate tolerably with the pen, 
take an H. or HH. pencil, using its point to produce sltade, 
from the dai'kest possible to the palest, in esactl}- the same 
manner as the jjen, lightening, however, now with India-rubber 
instead of the penknife. You will tiud that all pal-: tints of 
shade ai'e thus easily producible with great precision and ten- 
derness, but that you cannot get the same dark power as with 
the pen and ink, and that the surface of the shade is apt to 
become glossy and metallic, or dirty -looking, or sandy. Perse- 
vere, however, in trying to bring it to evenness with the fine 
point, removing any single speck or line that may be too black, 
with the point of the linite ; you must not scratcli the whole 
with the knife as you do the ink. If you find the texture veiy 
speckled -looking, lighten it all over with Indian-rubber, and 
recover it again with sharp, and excessively fine touches of the 
pencil point, bringing the parts that are too pale bj perfect 
evenness with the darker spots. 

You cannot use the point too delicately or cunningly in 
doing this ; work with it as if you were drawing the down on 
a butterfly's wing. 
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At this stage of your progress^ if not beforep yoa mi^lie 
assured that some de?er friend wiU come in, and hold np ba 
hands id mocking amazement, and ask yoa who conld set yoa 
to that "niggling ;" and if yon peraerere in it, jou wiU haTeto 
sustain considerable persecution from your artistical aeqnaint- 
nnces genenillv, who will tell you that all good drawing de- 
pends on " boldness." But never mind them. Ton do nol 
hear them tell a child, beginning muoc, to lay ita little hand 
with a crash among the key% in imitation of the great maa- 
ters ; yet they might, as reasonably as they may tell you to be 
bold iu the present state of your knowledge. Bold, in the 
sense of being undaunted, yes ; but bold in the aenae of being 
careless, confident, or exhibitory, — no, — no, and a thousand 
times no ; for, even if you were not a beginner, it would be 
bad advice that made you bold. Mischief may easily be done 
quickly, but good and beautiful work is generally done slowly; 
you will find no boldness in the way a flower or a bird's wing 
is painted ; and if Nature is not bold at her work, do you 
think you ought to be at your»f So never mind what people 
say, but work with your pencil point very patiently ; and if 
you can trust me in anything, trust me when I tell yon, that 
though there are all kinds and ways of art, — large work for 
large j)lace8, small work for narrow places, slow work for 
people who can wait, and quick work for people who canuot, 
— there is one quality, and, I think, only one, in which all 
groat and good art agrees ; — it is all delicate art. Coarse art 
is always bad art. You cannot understand this at present, 
because you do not know yet how much tender thought, and 
subtle care, the great painters put into touches that at first 
look coarse ; hut, believe me, it is true, and you will find it 
is so in due time. 

You will be perliaps also troubled, in these firet essays at 
pencil drawing, by noticing that more dehcate gradations 
iu-e got in an insUmt by a chance touch of the India-rubber, 
than by an hour's labour with the point ; and you may won- 
der why I tell you to produce tints so painfully, which might, 
it appears, be obtained with ease. But there are two reasons: 
the tii*st, that when you come to dmw forms, you must be 
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able to gradate T^ith absolute precision, in whnteTer place and 
dii-ection you wish ; not in any wise vagnely, as the India nib- 
ber does if ; and, secondly, tliat all natural shadows are more 
or lesB mingled with gleams of ligbt. Id the darkness of 
ground tbere is the light of the little pebbles or dust ; in the 
darkness of foliage, the glitter of the leaves ; in the darkness 
of flesh, transparency ; in that of a stone, granulation : in 
everj- oa«e there is some mingling of light, which cannot be 
represented by the leaden tone which you get by mbbing, or 
by an instrument known to artists as the " stump." When 
you can manage the point properly, you will indeed be able 
to do much also with this insfnnnent, or with your fingei-s ; 
but then you will have to retouch the flat tints afterwards, so 
as to put life and light into them, and that can oidy be ilone 
with the point. Labour on, therefore, courageously, with that 
only. 

EXEJKltslE V. 

When you can manage to tint and gradate tenderly with 
the pencil point, get a good large ali)habet, and trj- to tiul the 
letters into shape with the pencil point. Do not outline them 
first, but nieasui-e their height and extreme breadth with the 




compasses, aaa b,a c, Fig. 3., and then scratch in their shapes 
gi-fldually ; the letter A, enclosed within the lines, being in 
what Turner would have called a " state of forwardness." 
Then, when you are satisfied with the shape of the letter, 
draw peu and ink hues firmly round the tint, as at d, and re- 
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luv iny touches outside the limit, firet with the Indin-rob- 
ber. and tlien with the penknife, ao tiiat all may took clear and 
right If you rub out any of tlie pencil inside the outline of 
the letter, retouch it, eloaiug it up to the iuketl line. The 
straight lines of the outline are nil to be Tidfd* but the curved 
ItiiEH are to be drawn by the eye nnil lianil ; and you will soon 
find what good practice there ia in getting the curved letter^ 
Buch as Ba, Ce, hc.y to stand quite straight, and come into 
accurate form. 

All these exercises are very irksome, and they ai-e not to be 
persieted in alone ; neither is it uocessury to acquire perfect 
power in any of them. An entire master of tlie pencil or 
lirush ought, indeed, to be able to draw any form at once, aa 
Giotto hia circle ; but mich skill aa this is only to be expecteil 
of the conaumninte muster, having pencil in baud all Iiis life, 
niid nil dity long, hence the force of Giotto's proof of hia skill ; 
imd it is quite possible to di-aw very beautifully, without at- 
taining even nn approximation to such a power ; the main 
point being, aot that everj' Hue shoiJd be precisely what we 
intend or wish, but tlint the line which we intended or wishetl 
to draw should be right If we always see rightly and mean 
riiihtly. we shall get on, though the hind may stagger a little ; 
but if we mean wrongly, or mean nothing, it doe^ not matter 
how firm the hand is. Do not, therefore, torment yourself 
because you cannot do as well as you would like ; but work 
patiently, sure that every square and letter will give you a 
certain increase of power ; and as soon as you can draw your 
letters pretty well, here is a more amusing esereise for you. 

* Artists wtio glance at this book may \>e surprised at this permission. 
My cliief rL'asou ia, tliat I think it more necessary that the pupil's eye 
slioiiltl be trained to accurate perception of (he relations of curve and 
riglit linea, by having the latter absolutely true, than that hd nhould 
practice draviui; straiglit lines. But also, I believe, though 1 am not 
quite sure of this, that he never ouf/M to be able to draw a Etrnighc lln?. 
I do not believe a perfectly trained baud ever can draw a Hue n-ithout 
Borne oarratiire in it, or Home vai'iety of direction. Prout could draw 
a straight line, but I do not believe Raphael conld, nor Tiutoret. A 
great dranghtaman cau, as far as T have observed, draw every lin« bat a 
Btraljiht one. 
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Choose any tree that you think pretty, which is nearly bare 
of leaves, and which you t:an Me against the sky, or against a 
jmle wall, or other light grouuLl : it must not bo against strong 
light, or you will find the looking at it hurts your eyes ; nor 
muet it be in sunshine, or you will be puzzled by the lights on 
the boughs. But the tree must be in shade ; and the sky 
blue, or grey, or dull white. A wholly grey or rainy day is 
the best for this practice. 

You will see that all the houghs of the tree ore dark i^ainst 
the sky. Consider them as bo many dark rivers, to be laid 
down in a map with absolute accuracy ; and, witijout the least 
thought about the roundnesa of the st«ms, map them all out 
in flat shade, serawhng them in with pencil, just as you did 
the limbs of your letters ; then coiTect and alter them, rub- 
bing out and out again, never minding how much 3'our pitper 
is dirtied (only not destroying its surface), until every bough 
is exactly, or as near aa your utmost power can bring it, right 
in curvature and in thickness. Look nt the white interstices 
between them with as much scrupulousness aa if they were 
little estates which you had to survey, and draw maps of, for 
some important lawsuit, involving heavy penalties if you cut 
the least bit of a corner off any of them, or gave the hedge 
anywhere too deep a curve ; and try continually to fancy the 
whole tree nothing but a flat ramification on a white ground. 
Do not take any trouble about the little twigs, which look like 
a confused network or mist; leave them all out,* drawing 
only the main branches as far aa you can see them distinctly, 
your object at present being not to draw a ta-ee, but to learn 
hou! to do so. When you have got the thing as nearly right 
, as you cnu— and it is better to make one good study than 
twenty left unnecessarily inaccurate— take your pen, and puta 
I fine outline to all the boughs, as you did to your letter, taking 

* Or, if von feel able to do so, scratch Ihem in wllh confused quick 
I touches, indicntliig the geaeral shape of the oloud or mist iif twigu 

I rooud the maiu brsnches ; but du uot Uke much trouble about them. 




care, iM for tis possible, to put the outline within the edge if ^ 
the sbaae, go as not to moke the boughs thicker ; the n 
use o( the outline ia to affirm the whole more cle-irlji- ; to da 
nway nith little acciilentrd. roughQeasea anil cxcrescencoi, imil 
eapeciall^T to murk where boughs cross, or come id frout of 
ench other, aa at sncli points their nrraitgenient in this kind 
of sketch in unintelligible without tlio outline. It may piT- 
tecily well lisp^teu that iu Niiture it sboulJ bo less ciiatiiict 




than yoTir outline will mnke it ; but it. ia better in this kind ot 
sketch to rnai-k the facts clearly. The temptation ia always to 
be slovenly and careless. ancJ the outline is like n bridle, and 
forces our indolence into attention and precision. The out- 
line should be about the thickness of that in Fig. -L, which 
represents the ramificatiou of a small Btone pine, only I hare 
not endenvoui-ed to represent the pencil shading withiu the 
outline, as I couM not eitsiiy express it in a woodcut ; and yon 
have notliiug to do at present with the indication of the foli- 
age above, of which in another pLice. You may nko draw 
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your trees as mnch larger than tbia figure ae you like ; only, 
however large they may be. keep the outhne as delicate, and 
draw tbe branches far enough into their outer eprays to give 
quite as Blender ramiticatioti us you have in this hgiire, other- 
wiae you do not get good enough practice out of them. 

You cannot do too many studies of this kind : every one 
will give you some new notion about trees : but when j'ou 
are tired of tree boughs, take any forms whatever which are 
drawn in flat colour, one upon another ; as patterns on any 
kind of cloth, or fiat china (tiles, for instance), executed in 
two colours only ; and practice drawing them of the right 
shape and size by the eye, and filling them in with shade of 
the depth required. 

In doing this, you wUl first have to meet the difficulty of 
representing depth of colour by depth of shade. Thus a pat- 
tern of ultramarine blue will have to be represented by a 
darker tint of grey than a pattern of yellow. 

And now it is both time tor you to begin to learn the me- 
chanical use of tbe brush, and necessary for you to do ao in 
order to provide yourself with the gradated scale of colour 
which you will want. If you can, by any means, get acquainted 
with any ordinarily skilful water-colour painter, and prevail 
on him to show you how to lay on tints with a brush, by all 
means do sn ; not that you are yet, uor for a long while yet, 
to begin to colour, but because the brush is oft^n more con- 
venient than the pencil for laying on masses or tints of shade, 
and the sooner you know how to manage it as an inatnunent 
the better. If, however, you Imve no opportunity of seeing 
how water-colour is laid on by a workman of any kind, the 
following directions will help you :^ 

ESEECISE VII. 

Get a shiUing cake of Prussian blue. Dip tbe end of it in 
water so as to take up a drop, and rub it in a white saucer 
till you cannot rub much more, and the colour gets dai-k, 
thick, and oilydookiu^- Put two teaspoonfuls of water to the 
colour you have rubbed down, and mis it well up with a 
camel's-hair brush about three quartera of an inch long. 
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Then take a piece of smooth, but not glossy, Bi*isto) \xaxA 
r pfisteboard ; divide it, wth your pencil and rule, icto 
[juniva aa lai^e as those of the very largest chess-bonrJ : tb«j 
ueed not be perfect squares, only na nearly so its you au 
quickly guese. Kest the pasteboard on Bomethin^ sloping as 
much aa an orclinaiy desk ; then, dipping your brush iutoiLo 
colour you have mixed, and takiog up as much of tlm lii}iuil 
as it will carrj'. begia at the top of oue of tlie squares, anil 
lay a pond or runlet of colour along tiie top etlfje. Lead Ihia 
pond of colour 6>.«^ " ' rnwaiils, not faster at one place 
than another, but as il you were adding a row of bricks to a 
building, all along (only building down instead of up), dip- 
ping the brush frequently so aa to keep the colour as full in 
that, and in as great quantity on the paper, ns j'ou can. 9a 
only that it does not run down anywhere in a little stream. 
But if it should, never mind ; go on quietly with your gfjuare 
till you have covered it all in. When you get to the bottom, 
the colour will lodge there in a great wave. Have ready a 
piece of blotting-paper ; dry your brush on it, and with the 
dry brush take up the superfluous colour aa you would with a 
sponge, till it all looks even. 

In leading the c.ilour down, you will find ymv bru^li con- 
tinually go over the edge of the square, or leave little gaps 
within it. Do not endeavomr to retouch these, nor take much 
care about them ; the great thing is to get the colour to lie 
smoothly where it reaches, not in alternate blots and pale 
patches ; try, therefore, to lead it over the square aa fast as 
possible, with such attention to your limit as you are able to 
give. The use of the exercise is, indeed, to enable you finally 
to strike the colour up to the limit with perfect accuracy ; but 
the first thing is to get it even, the jwwer of rightly striking 
the edge comes only by time and practice ; even the greatest 
artists rarely can do this quite perfectly. 

When you have done one square, proceed to do another 
which does not communicate with it. "When you have thus 
done all the alternate squares, as on a chess-board, turn the 
pasteboard upsiile down, begin again with the first, and put 
another coat over it, and so on over all the others. The use 
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of tumiog the paper upside down is to neutralise the increase 
of darkuesB towards the bottom of the equarea, which would 
otherwise take place from the poading of the colour. 

Be rcBolved to use blottiog-paper, or a piece of rag, instead 
of your lips, to dry the hrush. The liabit of doing so, once 
acquired, will save you from much partial poisoning. Take 
care, however, always to draw the brush from root to point, 
otherwise you will spoil it. You may even wipe it as you 
would a pen when you want it very dry, without doing harm, 
provided you do not crush it upwarda Get a gooil brush at 
first, and cherish it ; it will serve you longer and better than 
many had ones. 

When you have done the squares all over again, do them a 
third time, always trying to keep your edges as neat as possi- 
ble. When your colour is exhausted, mis more in the same 
proportions, two teaspoonfuls to as much as you can grind 
with a drop ; and when you have done the alternate squares 
three times over, as the paper will be getting very damp, an<l 
dry more slowly, begin on the white squares, and bring them 
up to the same tint in the same way. Tha amount of jagged 
dark line which then will mark the limits of the squares will 
be the exact measure of your unskilfulness. 

As soon as you tire of squares draw circles (with com- 
passes) ; and then draw straight hues irregularly across cir- 
cles, and fin up the spaces so produced between the straight 
line and the circumference ; and then draw any simple shapes 
of leaves, according to the exercise No. 2,, and fill up those, 
until yon can lay on colour quite evenly in any shape you 

You will find in the course of this practice, as you cannot 
always put exactly the same quantity of water to the colour, 
that the darker the colour is, the more difficult it becomes 
to lay it on evenly. Therefore, when you have gained some 
definite degree of power, try to fill in the forms required with 
a full brush, and a dark tint, at once, instead of laying sevenil 
coats one over another ; always taking eore that the tint, how- 
ever dark, be quite liquid ; and that, after being laid on. so 
much of it is absorbed an to prevent its forming a black hue 
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at m( edge as ii dries. A little experience will teach yoa ho« 
apt the colour is to do this, and how to pi-event it ; not that it 
needs nlwa^ Xa be preTented, for a great maBter in w«l*r- 
coloura will sometimes draw a firm outline, wheu be mi«W 
one, simply by letting the colour drj- in this way nt the 

When, however, you begin to cover coinpHcated forms -Kiih 
the darker colour, no rapidity will prevent the tint from dry- 
ing irregularly as it i»led on from part to part, Tou will then 
find the following mf*''™' '"^fuL Lay in the colour w-rv 
pale nud liquid ; 90 pale, ma d, that you can only just see 
where it is 00 the paper. Lead it up to nil the outlines, aoU 
make it precise in fonn, ke«ping it thoroughly «'et every- 
where. Then, when it is nil in shape, take the darker colour, 
and lay some of it into the middle of the liquid colour. It will 
spread gradually in a branchy kind of way, and you may now 
lead it up Eo the outlines already determiued, and play it with 
the brush till it fills its place well ; then let it dry, and it will 
be as flat and pure as a siagle daah, yet defining all the com- 
plicated forma accurately. 

Having thus obtained the power of laying on a tolerably 
flut tint, you must trj- to Iny on n gradated one. Prepare the 
colour with three or four teaspoonfuls of water ; then, when it 
is mixed, pour away about two-thirds of it, keeping a teaspoon- 
ful of pale colour. Sloping your paper as before, draw two 
pencil lines all the way down, leaving a space between them of 
the width of a square on your chess-board. Begin at the top 
of your paper, between the lines ; and having struck on the 
first brashfiU of colour, and led it down a little, dip your 
brush deep in water, and mix up t!ie colour on the plate 
quickly with as much more water as the brush takes up at 
that one dip : then, with this paler colour, lead the tint 
farther down. Dip in water again, mis the colour again, and 
thus lead down the tint, always dipping in water once between 
each replenishing of the brush, and stirring the colour on the 
plate well, but as quickly as you can. Go on until the colour 
has become so pale that you cannot sec it ; then wash your 
brush thoroughly in water, nud carrj- the wave down a little 
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farther with that, and tlieu absorb it with the dry brush, and 
leave it to dry. 

If jou get to the bottom of j-our paper before your colour 
gets pale, you may either take longer paper, or begin, with 
the tiut as it was when you left off, on another sheet ; bnt be 
sure to eihaust it to pure whiteneaa at last. When all ia 
quite dry, recommence at the top with another similar mist- 
ure of colour, and go down in the eame way. Then again, 
and then again, anil bo continually until the colour at the top 
of the paper is as dark aa your cake of Prussian blue, and 
passes down into pui'e white paper at the end of your column, 
with a perfectly smooth gradation from ono into the other. 

You will find at first tbat the paper gefs mottled or wa^7, 
instead of evenly gi-adated ; this is because at some places you 
have taken up more water in your brush than at others, or 
not mixed it thoroughly on the plate, or led one tint too fur 
before replenisliing with the next. Practice only will enable 
you to do it well ; the best artists cannot always get grada- 
tions of this kiud quite to their minds ; nor do they ever leave 
them on their pictures without after touchiug. 

As you get more power, and can strike the colour more 
quickly down, you will be able to gradate in less compass ; ' 
beginning with a small quantity of colour, and adding a drop 
of water, instead of a brushful ; with finer brushes, also, j'ou 
may gradate to a less scale. But slight skill will enable you 
to test the relations of colour to shaOe as far as is necessary 
for your immediate progress, which is to be done thus ; — 

Take cakes of lake, of gamboge, of sepia, of blue-black, of 
cobalt, and vermihou ; and prepare gradated columns (eTnctly 
as you have done with the Prussian blue) of the lake and 
blue-hlack.f Cut u narrow shp all the way down, of each gra- 
dated colour, and set the three slips aide by side; fasten them 
down, and rule lines at equal distances across all the three, so 
as to diride them into fifty degrees, and number the degrees 

* It is more difficult, at lirst, to gel, in col-our, a narroiT gracUtinn timn 
>n extended oue \ but the iilLitaale diffiuultv is, as with the (wu, tu luake 
the gmdntion go/nr. 

\ Of course, all lite columns of colour are to b« of equal letiglh. 
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of each, fi-ora light to dark, 1, 2, 3, kc, U yoo have gmd&tfrl 
tliem rightlr, the darkest piu-t either of the red or blue will 
be neai'lv equal in power to the dnrkeBt part of the blue-lilack. 
Bud any degree of the black slip will also, sccurately enough 
for our purpose, balance in weijjLt the degree similarlr num- 
bered iu the red or the blue slip. Then, when you are dmw- 
iug from objects of n crimson or blue colour, if yaa can match 
their colour by any aompni-tment of the crimoon or blue in 
your scales, tlie grey iu the rompartment of the grey BcaJe 
marked with the name number is the grey which must repre- 
sent that crimsou or blue in yoiu- light and shade drawing. 

Next, prepare stales with gamlMge, cobalt, and veraiilion. 
You will find that you cannot darken these bej'ond a certain 
point ; * for yellow and scarlet, bo long as they remain yellow 
Bud Hcuilet, cannot approach to black ; we cannot have, pnip- 
erly speaking, a dark yellow or dark Boarlet Alake your 
scales of full yellow, blue, and scarlet, half-way dowii ; pass- 
ing then gradually to white. Afterwards use lake to darken 
the upper half of the vermilion and gamboge ; and Prussian 
blue t« dai'ken the cobalt. Tou will thus have three uiore 
scales, passing from white nearly to black, through yellow and 
orange, through sky-blue, and thrnivih scMi'lct, By mixiii- 
the gamboge and Prussian blue you may make another with 
green ; mixing the cobalt and lake, another with violet ; the 
Bepia alone will make a forcible brown one ; and bo on, until 
you ha\e as many scales as you like, passing from black to 
white through different colours. Tlien, supposing your scales 
properly gi-adated and equally divided, the compartment or 
degree No 1, of the gi'cy will represent in chiaroscuro the 
No. 1. of all the other colours ; No. 2. of grey the No. 2, of 
the other colours, and so on. 

It is only necessary, however, in this matter that you should 
understand the principle ; for it would never be possible for 
you to gradate your scales so truly as to make them prac- 
tically accurate and 8er\-iceable ; and even if you could, udIcbs 
you had about ten thousand scales, and were able to change 

• The decree of darkness yoti can reach irith Hie given colour is mt 
irays ludidttvd \>J the colour of the solid cake ill Ihe box. 
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them taster tbnn ever juggler cliangeil cards, you could not 
in a Aa.y meoaiire the tints on so much Ets one eide of a frost- 
bitten apple : but when once you fully underatoud the 
pi-inciple, and see how all colours contain as it were a certain 
quantity of darkness, or power of dark relief from white — 
some more, some less ; and how this pitch or power of each 
may be represented by equivalent values of grey, you will 
sfjon be able to arrive shrewdly at an approximation by a 
glance of the eye, without any measuring scale at all. 

You must now go ou, again with the pen, drawing patterns, 
and noy sha[)es of shade that you think pretty, as veinings in 
marble, or tortoiseshell, spots in surfaces of shells, <tc, as 
tenderly as you con, ia the darknesBea that correspond to 
their colours ; and when you find you cau do this success- 
fully, it is time to begin rounding. 



Go out into your garden, or into the road, and pick up the 
first round or ovnl stone you can find, not veiy white, nor 
very dark ; and the smoother it is tho better, only it must not 
shine. Draw your table near the window, and put the stone, 
which I will supi>ose is about the size of a in Fig. 5. (it had 
better not be much larger), on a piece of not very white 
paper, on the table in front of you. Sit so that the light may 
come from your left, else the shadow of the pencil point in- 
terfei-es with your sight of your work. You must not let 
the »\ui fall on the stone, but only ortlinai-y light : therefore 
choose a window which the sun does not come in al. If you 
can shut the shutters of the other windows in the room it will 
be all the better ; but this is not of much consequence. 

Now, if you can draw that stone, you can draw anything : 
1 mean, anything that is drawable. Many tilings (sea foam, 
for iustnwce) cannot be drawn at all, only the idea of them 
more or less suggested ; but if you can draw the stone 
righllij, every thing within reach of art is also within youra 

For all drawing depends, primarily, on your power of rep- 
resenting Boundnens. If you can once do that, all the rest is 
easy and sb-aightforward ; if you cannot do that, nothing 
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else that you may bo able to do will be of any use. For 
Nature is all made up of roundneBSea ; not the roundness of 
perfect globes, but of variously curreJ surfaces. Boughs are 
rounded, leayos are rounded, stones are rounded, clouds ore 
rounded, cheeks are rounded, and curls are rounded : there 
is no more flatness in the natural world than there is vacancy. 
The ivorld itself is round, and so is nil that is in it. more or 
leas, except human work, which is often very flat indeed. 

Therefore, set youi-self steadily to conquer that round 
stone, nnd you have won the battle. 

Look your stone antagonist boldly in the face. You will 
see that the side of it nest the window is hghter than moat of 
the paper : that the side of it farthest from the window ia 
darker than the paper ; and that the hght passes into the 
dark gradually, while a shadow is thrown to the right oii the 
paper itself by the stone : the general apjiearance of things 
being more or less as in a, Fig. 5., the spots on the etone 
excepted, of which more presently. 

Now, remember always what was stated in the outset, that 
every thing you can see in Natiu'e is seen only so far as it is 
hghter or diu-ker thau the things about il, or of a different 
colour from them. It is either seen as a patch of one colour 
on a ground of another ; or as a pale thing relieved from a 
dai'k thing, or a dark thing from a pole thing. And if you 
can put on patches of colour or shade of exactly the samo 
size, shape, and gradations as those on the object and its 
ground, you will produce the appearance of the object and 
its ground. The best draughtsmau — Titian and Paul Veronese 
themselves — could do no moi-c tlian this ; and you will soon 
be able to get some power of doing it in an inferior way, if 
you once iinderstand the exceeding simplicity of what is to be 
done. Suppose you have a brown book on a white sheet of 
paper, on a red tablecloth. You have nothing to do but to 
put on spaces of red, white, and brown, in the same shape, 
and gradated from dark to light in the same degrees, and 
your drawing is done. If j'ou will not look ut what you see, 
if you try to put on brighter or duller coloura than are there, 
if you try to put them oa with a dash or a blot, or to cover 
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TOUT paper with " vigorouB " linea, or to protluee aaythiug, in 
fact, but the plain, unaffected, and finished tranquillity of the 
thing before you, you need not hope to get on. Nature will 
show you nothing if you set i \ 

yourself up for her master. 
But forget yourself, and try 
to obey her, and you will find 
obedience easier and happier 
than you think. 

The real difBcultiea ore to 
get the refintmmt of the 
forms and the e\xnnesa of the 
gradations. You may depend 
upon it, when you are dissat- 
isfied with your work, it is 
always too coarse or too un- 
even. It juay not be wrong 
^iu all probability is uot 
^vrong, iu any (so-called) 
great point. But its edges 
are not true enough in out- 
line ; and its shades are in 
blotches, or scratcliea, or full 
of white liolea Get it more 
tender and more true, and 
you will find it is more pow- 

Do not, therefore, think ^ 
your drawing must be weak 
because yon have a finely 
pointed pen in your hand. 
Till you can draw with that, 
you can draw with nothing ; 
when you can draw with that, 
you can draw with a log of wood charred at the end Tree 
boldness and power are only to be gamed by care E^en m 
fencing and dancing, all ultimate ease depen Is on earh ].reci 
aion in the commencement ; mucL more m singing or drawmg. 
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I do not want you to copy Fig. 5„ but to copy tl 
citoiie L^fore yon in the way tliat Fig. 5. is dooe. To wbidi ' 
end, first measure the estreme length of tbe stoiic with com- 
poBBes, and mark that length on your paper ; then, l>etwe«D 
the poiutfl marked, leave aomething hke the form of the stooe 
in hght, ftcrawling the paper all over, rouud it, bs at b. Fig. 5. 
Tou cannot rightly see what the form of the stone really la 
till you begin finishing, so sketch it in quito rudely ; only 
rather leave too much room for the high light, than too little: 
and then more cautiously fill in the shade, sbuttiug the light 
gradually up, and putting in Ibl dark cautiously on the dait 
aide. You need not plague yourself about accuracy of shape, 
because, till you have practised a great deal, it is impossible 
for you to draw that shape quite truly, and you must gradn- 
ally gain corrootnesa by means of these various exercises: 
what you have maJiily to do at present is, to get the atone to 
look sohd and round, not much minding what it« exact con- 
tour is— only draw it as nearly right us you can without vexa- 
tion ; and you will get it more right by thus feeling j'our way 
to it in shade, than if you tried to draw the outline at first. 
For you can see do outline ; what yon see is only a certain 
space of gradated shade, with other such spaces about it ; and 
those pieces of shade you are to imitate as nearly as you can, 
by scrawling the paper over till you get them to tbe right 
shape, with the same gradations which they have in Nature. 
And this is really more likely to be done well, if you have to 
fight your way through a little confusion in the sketch, than 
if you have an accurately traced ouiline. For instance, I was 
going to draw, beside a, another effect on the stone ; reflected 
light bringing its dark side out from the background : but 
when I had laid on the first few touches, I thought it would 
he better to stop, and let you see how I liad begun it, at 6. 
In which beginning it wiU be observed that nothing is so de- 
termined but that I can more or less modify, and add to or 
diminish the contour as I work on, the lines which suggest 
the outhne being blended with the othei-s if 1 do not want 
them ; and the having to fill up the vacancies and conquer the 
irregularities of such a sketch, will probably aecure a higher 



ON FIIiST PRACTICE. 



259 



completion at last, tban if half uu hour had been spent in 
getting n true outline before beginning. 

Li doing tliia, however, take ciu-e iiot to get the drawing too 
dai'k. lu order to aBcertniu wLat the shades of it really are, 
cut a round hole, about half the size of a pea, in a piece ot 
white paper, the colour of that you use to draw on. Hold 
thia bit of paper, with the hole in it, between you and your 
stone ; and pass the paper backwards and forwards, so as 
to see the different portions of the stone (or other subject) 
through the hole. You will find that, thus, the cu-culor hole 
looks like one of the patches of colour you have been accuH- 
tomed to match, only changing in depth as it lets different 
pieces of the stone be seen through it. You will be able thus 
actually to match the colour of the stisne, at any part of it, by 
tinting the paper beside the circular opening. And you will 
find that this opening never looks quite black, but that all the 
roundiiigB ot the stone are given by subdued greys.* 

You will probably find, also, that some parts of the stone, 
or of tlie paper it lies on, look luminous through the open- 
ing, so that the httle circle then tells as a hght spot instead 
of a dark spot. When this is so, you cannot imitate it, for 
you have no means of getting light brighter than whit« paper : 
but by holding the paper more doped towards the light, you 
will find that many parts of the stone, which before looked 
light through the hole, then look dark through it ; and if you 
can place the paper in such a position tliat every part of the 
stone looks sUghUy dark, the little hole will tell always as a 
BiTot of shade, and if your drawing is put in the same light, 
you can imitate or match everj- gradation. You will be 
amazed to find, under tliese circumstanceB, bow slight the 
differences of tint are, by which, tbi"ough infinite delicacy of 
eradation. Nature can express form. 

If any part of your subject will obstinately show itaelf as a 
light through the hole, that jtort you aeed not hope to imitate. 
Leave it white, you can do no more. 

When you have done the best you can to get the general 

* Tlip figura 1, Fig. 6., is Ttry tlark, but tbie ia to give aa eiBJU|>le of 
all kiudb of ileplii of tint, without re^ieated Qgurea. 
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:orm, proceed to finish, by imitating the texture and all the 
trades and stains of the stone as closely as yon can -, and note, 
doing this, that cracks or fisani-ea of any kind, whether be- 
sen Btones in walls, or in the grain of timber or rocks, or in 
L.J of the thousand other conditions they present, are never 
:pre8sible by single black lines, or lines of simple shadow, 
crack must always have ita complete Bystem of light and 
ade, however small its scale. It is in reality a little racine, 
ith a dark or shady side, and light or sunny side, and, 
usually, shadow in the bottom. This is one of the instaucea 
in which it may be aa well to understand the reason of the 
appearance ; it is not often bo in drawing, for the aspects of 
things are so subtle and confused that they cannot in general 
be explained ; and in the endeavour to explain some, we are 
aure to lose sight of others, while the natural overestimate of 
the importance of those on which the attention is fixed, cansee 
us to exaggemt* them, so that merely »ne'itijie- draughtsmen 
caricature a third part of Nature, and miss two-thirds. The 
best scholar is he whose eye is so keen as to see at once how 
the thing looks, and who need not, therefore, trouble himself 
v/iih any reasons why it looks so : but few people have this 
acuienrs'i of pfrcfption ; and to those who nre destitute of it, 
a little pointing out of rule and reason will be a help, espe- 
cially when a master is not near them. I never allow my o\vn 
pupils to ask the reason of anything, because, as I watch their 
work, I can always show them how the thing is, and what aj*- 
pearance they are missing in it ; but when a master is not by 
to direct the sight, science may, here and there, be allowed 
to do so in his stead. 

Generally, then, every solid illumined object — for instance, 
the stone you are drawing— has a light side turned towards 
the light, a dark side turned away from the light, and a shad- 
ow, which is cast on something else (as by tlie stone on the 
paper it is set upon). You may sometimes he placed so as to 
see only the Ught side and shadow, and sometimes only tlie 
dai'k side and shadow, and sometimes both, or either, without 
the shadow ; but in most positions solid objects will show 
all the three, as the stone does here. 
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Hold up your hand with the edge of it towards you, as you 
sit now with youi- side to the window, so that the flat of your 
haud is turned to the window. You will see one side of your 
hand distinctly lighted, the other distinctly in shade. Hero 
are light side and dark side, with no seen shadow ; the shadow 
being detached, perhaps on the table, perhaps on the other 
side of the room ; you need not look for it at present. 

Take a sheet of note-paper, and holding it edgeways, as you 
hold your hand, wave it up and down post the side of your 
hand which is turned from the light, the papei- being, of 
course, farther from the window. You will see, as it passes a 
strong gleam of light strike on your bond, and light it con- 
siderably on its dark side. This light is rrjlecii'd light. It is 
thrown back from the paper (on which it strikes first in com- 
ing from the window) to the surface of your band, just as a 
ball would be if somebody threw it through the window at the 
wall and yon caught it at the rebound. 

Nest, instead of the note-paper, take a red book, or a piece 
of scarlet cloth. You will see that the gleam of light falUug 
on your hand, as you wave the book is now reddened. Take 
a blue book, and you will find the gleam is blue. Thus every 
object will cast some of its own colour bock in the light that 
it reflects. 

Now it is not only these books or papers that reflect light 
to your hand : every object in the room, on that side of it, re- 
flects some, but more feebly, and the coloiUB mixing all to- 
gether fonn a neutral* light, which lets the colour of yon r 
hand itself be more distinctly »eeu than that of any object 
which reflects light to it ; but if there were no reflected light, 
that side of your hand woidd look os black as a coal. 

Objects are seen, therefore in general, partly by direct liglit, 
and partly by light reflected from the objects around them, 
or from the atmosphere and clouds. The colour of their light 
sides depends much on that of tlie direct light, and that of 
the dark sides on the coloiu-s of the objects near them. It is 

' Nearlf nenlral la ordinary' l^ircuInBtancra but yvt will) qutle differ- 
enl tonea in lis iieulrnlilv, ■ccordiiig lo IUh colourB of Hit various ra- 
flected rays that uompoau it. 




iierefore impoesible to sny beforehand wlmt colour an object 1 
11 have at auy point o( ita sorfcice, that colour depending ' 
,rtly on ita own tint, and partly on iufiatte combiuatious of 
j-3 reflected from other thiiiga The only certain fact nbout 
rk aides ia, that their colour vdU be changeful, auil tli.it » 
x^ture which gives them merely darker shaJes of tlie colour 
if the Hght sides ruuat oaauredly be bad. 
Now, lay your hand flat on the white paper you are drawing 
'. Tou will see one side of each finger hghted, one side dark, 
d the ahadow of your hand on the paper. Here, therefore, 
are the three dii'iaions of sliade seen at once. And although 
the paper ia white, and your hand of a rosy colour somewhat 
darker than white, yet you will nee that the ahadovr all along. 
just under the finger which casta it, ia darker than the flesh, 
and is of a very deep grey. The reason of this is, that much 
light is reflected from the paper to the dark aide of your fin- 
ger, but veiy Utile ia reflected from other things to the paper 
itself iu that chink under your finger. 

lu general, for this reaaon, a shadow, or, at any rate, the 
part of the shadow nearest the object, is darker than the dark 
Bide of the object. I say in general, because a thouaond ac- 
cidents may interfere lo prevent its being so. Tiike a little 
kit of glass, as a wine-glass, or the ink-bottle, and play it about 
a little on the side of your hand farthest from the window ; 
you will presently find you ore throwing gleams of light all 
over the dark side of your hand, and in some positions of the 
glass the reflection from it will annihilate the shadow al- 
together, and you will see your hand dark on the white paper. 
Now a stupid painter would represent, for instance, a drinking- 
glass beside the hand of one of his figures, and because he 
had been taught by rule that " shadow was darker than 
the dark aide," he would never think of the reflection from 
the glass, but paint a dark grey under the hand, just as if no 
glass were there. But a great painter would be sure to think 
of the true eS'ect, and paint it; and then comes the stupid 
critic, and wonders why the hand is so light on its dark side. 
Thus it is always dangerous to assert anything as a rule in 
matters of art ; yet it is useful for you to remember that, ia 
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a general way, a sliailnw ia darker tbim the dark side of the 
thing that casta it, euppoaing the colcmre otherwise the same ; 
that is to sa}', when a white object casts a shadow on a white 
surface, or a dark ohject on a dark surface :, the rule will not 
hold if the colours are different, the shadow of a black object 
on a white surface being, of course, not so dark, usuidly, as 
the black thing casting it. The only way to ascertain the ulti- 
mate truth in such matters is to/owt for it ; but, in the mean- 
time, jou will be helped hy noticing that the cracks in* the 
stone are little ravines, on one side of which the light strikes 
sharply, while the other is in shade. This dai-k side usually 
casta a little darker shadow at the bottom of the crack ; and 
the general tone of the stone surface is not so bright as the 
light bank of the i-avine. And, therefore, if you get the sur- 
face of the object of a uniform tint, more or less indicative of 
shade, and then scratch out a white spot or streak in it of any 
shape ; by putting a dark touch beside this white one, you 
may turn it, as you choose, into either a ridge or an incision, 
into either a boss or a cavity. If you put the dark touch on 
the side of it nearest the sun, or ratlicr, nearest the place that 
the light comes from, you will make it a cut or cavity ; if you 
put it on the opposite side, you wiU make it a ridge or mound : 
and the complete success of the effect depends less on depth 
of shade than on the rightuess of the drawing ; that is to say, 
on the evident correspondence of the form of the shadow with 
the form that casta it. In drawing rocks, or wood, or any- 
thing irregularly shaped, you will gain far more by a little 
patience in following the forms carefully, though with shght 
touchea, than by laboured finishing of textures of surface and 
transparencies of shadow. 

^\"hen you have got the whole well into shape, proceed to 
lay on the stains and spots with great care, quite as much as 
you gave to the forms. Very often, spots or bars of local 
colour do more to express form than even the light and shade, 
and they are always interesting aa the means by which Nature 
carries light into her shadows, and shade info her lights, an 
art of which we shall have more to say hereafter, in speaking 
of composition. Fig. 5. is a rough sketch of a fossil eea-urcbin, 
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in which the projections of the shell are of block flint, coming 
through a chalky surface. These projections form dark spots 
in the light ; and their sides, rising out of the shadow, form 
smaller whitish q)ot8 in the dark. You may take such scat- 
tered lights as these out with the penknife, provided jou are 
just as careful to place them rightly, as if you gqt them by a 
more laborious proces& 

When you have once got the feeling of the waj in which 
gradation expresses roundness and projection, you may tiy 
your strength on anything natural or artificial that happena 
to take your fancy, provided it be not too complicated in 
form. I have asked you to draw a stone first, because any 
irregularities and failures in your shading will be less offensive 
to you, as being partly characteristic of the rou^h stone sur- 
face, than they would be in a more delicate subject ; and you 
may as well go on drawing rounded stones of different shapes 
for a little while, till you find you can really shade delicately. 
You may then take up folds of thick white drapery, a napkin 
or towel thrown carelessly on the table is as good as anything, 
and try to express them in the same way ; only now you will 
find that your shades must be wrought with perfect unity and 
tenderness, or you will lose the flow of the folds. Always re- 
member that a little bit perfected is worth more than many 
scrawls ; whenever you feel yourself inclined to scrawl, grive 
up work resolutely, and do not go back to it till next day. 
Of course your towel or napkin must be put on something 
that may be locked up, so that its folds shall not be disturbed 
till you have finished. If you find that tlie folds wdll not look 
right, get a photograph of a piece of drapery (there are pleu ty 
now to be bought, taken from the sculpture of the cathedrals 
of Rheims, Amiens, and Chartres, which will at once educ^ite 
your hand and your taste), and copy some piece of that ; you 
will then ascertain what it is that is wanting in your studies 
from nature, whether more gradation, or greater watchfulness 
of the disposition of the folds. Probably for some time you will 
find yourself failing painfully in both, for drapery is very difii- 
cult to follow in its sweeps ; but do not lose courage, for the 
greater the difficulty, the greater the gain in the effort. If 
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your eye is more just in meaaurament of form than delicate in 
perception of tint, a pattern on the folded surface will help 
jou. Try whether it does or not ; and if the patterned 
drapery contuses you, keep for a time to the simple white 
one ; but if it helps you, continue to choose pattenied stuffa 
(tartans, and simple chequered designs nre better at first than 
flowered ones), and even though it should confuse you, begin 
pretty soon to use a pattern occasionally, copying all the dis- 
tortions and persiwctive modifications of it among the folds 
with scrupulous care. 

Neither must you suppose yourself condescending in doing 
this. The greatest masters are always fond of drawing pat- 
terns ; and the gi'eater they are, the more pains they take to 
do it truly.* Nor can there he better practice at any time, as 
introductory to the nobler complication of natui'ol detail. 
For when you can draw the spots which follow the folds of a 
printed stuff, you will have some chance of following the spots 
which fall into the folds of the skin of a leopard as he leaps ; 
but if you cannot draw the manufacture, assuredly you will 
never be able to draw the creature. So the cloudings ou a 
piece of wood, carefully drawn, will be the best introduction 
to the drawing of the clouds of the sky, or the waves of the 
sea ; and the dead leaf-patt«m3 on a damask drapery, well 
rendered, will enable you to disentitngle masterfully the hving 
leaf-patterns of a thorn thicket, or a violet bank. 

Observe, however, in drawing any stufis, or bindings of 
books, or other finely textured substances, do not trouble 
yourself, as yet, much about the woolliness orgauzinesa of the 
thing ; hut get it right in shade and fold, and true in pattern. 
We shall see, in the course of after-pracUce, how the penned 

* If we had nnj bnainess with the retwons of this, I might, perhaps, 
be able to show you gome matapbjslcal ones for the enjoyment, bj 
tnilj arlistical miuds, of the chsnges wrouglit by light, and shade, >nd 
perspective in patterned Burfaees ; but this is at preaeiit not to the 
point ; and all that yoo need to know is that the drawing of surb things 
Ib good exercise, and moreover a kind of exercise which Titian, Vero- 
nese, Tiutoret, Oiorgltrne, and Turner, all enjoyed, and strove to excel 
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lioea may bp made iticlieatiTe of texture ; but at pi-esent al- 
teud only to the liglit, nnJ ubade, and pattern. You will be 
puzzled at first by limtrotis surfaces, but a little attention vcii] 
nhow you that the expresaioa of these depends merely on tbe 
right drawing of their light, and shade, and reflections. Put 
a email black japanned tray on the table in front of some 
books ; and you will see it reflects the objects bej-oud it as in 
a little black rippled pond ; its own colour mingling always 
■with that of the reflected object*. Draw these i-eflections of 
the books properly, making them dark and distort-ed, as you 
ill see that they are, and you will find that this gives the 
le to your tray. It is not well, however, to draw jK^tiahed 
eels in general practice ; only you should do one or two in 
iJer to understand the aspect of any lustrous portion of 
lier things, such as you caunot avoid ; the gold, for instance, 
the edges of books, or the shining of silk and damask, in 
..ch hes a gi-eat part of the expression of their folds. Ob- 
serve, also, that there are very few things which are totally 
without lustre : you will frequently find a light which puzzlea 
you, on some apparently dull sniface, to be the dim image of 
another object 

And now, as soon as you can conscientiously assure me that 
with the point of llic pen or pencil you .■an lay on anv foi-m 
and shade you like, 1 give you leave to use the brush with one 
colour,— sepia, or blue-black, or mixed cobalt and blue-black, 
or neutral tint ; and this will much facihtate your studv, and 
refresh you. But, preliminarily, you must do one or two more 
exercises in tinting. 

EXERCISE IX. 

Prepare your colour as before directed. Take a brush full 
of it, and strike it on the paper in any irregular shape ; as the 
hnish gets dry sweep the surface of the paper with it as If you 
were dusting the paper very hghtly ; every such sweep of the 
brush will leave a number of more or less minute intersticea 
in the colour. The Ughter and faster every dash the better, 
l^hen leave the whole to dry, and as soon as it is dvy, with lit- 
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tie colour in your brush, so that you can bring it to a fine 
point, fill up all the little interstices one by one, bo as to mako 
the whole as even as you can, and fill in the larger gaps with 
more colour, always trying to let the edges of the first and of 
the newly applied colour exactly meet, and not lap over each 
other. When your new colour driesi, you will find it in places 
a little paler than the first. Eetoucli it, therefore, tryiuy to 
get the whole to look quite one piece. A very small bit of 
colour thus filled up with your very beat care, and brought to 
look as if it had been quite even from the first, will give you 
better pi-actice and more skill than a great deal filled iu care- 
lessly ; 80 do it with your best patience, not tearing the most 
minute spot of white ; and do not fill iu the large pieces first 
and then go to the small, but quietly and steadily cover in the 
whole up to a marked limit ; then advance a little farther, and 
so on ; thus always seeing -distinctly what is done and what 
undone. 



L.iv a coat of the blue, preparer! as usual, over a whole 
square of paper. Let it dry. Then another coat over four- 
fifths of the square, or thereabouts, leaving the edge rather ir- 
regular than etraight, and let it dry. Then another coat over 
three-fifths; another over two-fifths ; and the last over one- 
fifth ; so that the square may present the appearance of grad- 
ual increase in darkness in five bands, each darker thiin the 
one beyond it. Then, with the brush rather drj' (as in the 
former exercise, when filling up the interetices), tiy, with 
small touches, like those used in the pen et^ihing, only a little 
broader, to add shade delicately beyond each edge, so ns to 
lead the darker tints into the paler ones imperceptibly. By 
touching tlie paper veiy lightly, and putting a multitude of 
little touches, cTOssing and recrossing in every direction, you 
willgradually beable to work up to the darker tints, outside of 
each, so as quite to efface their edges, aud unite them ten- 
derly with the nest tint The whole square, when done, 
should look evenly shaded from dai'k to pule, with no bora ; 
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only a crossing texture of touches, something like chopped 
straw, over the whole.* 

Next, take jour rounded pebble ; arrange it in any light 
and shade you like ; outline it yery loosely with the penciL 
Put on a wash of colour, prepared Mer^ pale, quite flat over 
all of it, except the highest light, leaving the edge of your 
colour quite sharp. Then another wash, extending only over 
the darker parte, leaving the edge of that aharp alsoi, as id 
tinting the square. Then another wash over the still darker 
parts, and another over the darkest, leaving each edge to dry 
sharp. Then, with the small touches, e£bce the edges» rein- 
force the darks, and work the whole delicately together, as you 
would with the pen, till you have got it to the likeness of the 
true light and shade. You will find that the tint underneath 
is a great help, and that you can now get effects much more 
subtle and complete tlian with the pen merely. 

The use of leaving the edges always sharp is that jou may 
not trouble or vex the colour, but let it lie as it falls suddenly 
on the paper ; colour looks much more lovely when it has been 
laid on with a dash of the brush, and left to dry in its own 
way, than when it has been dragged about and disturbed ; so 
that it is always better to let the edges and forms be a liiUe 
wrong, even if one cannot correct them afterwardsi, than to 
lose this fresh quality of the tint. Very great masters in water- 
colour can lay on the true forms at once with a dash, and had 
masters in water-colour lay on grossly false forms with a dash, 
and leave them false ; for people in general, not knowing false 
from true, are as much pleased with the appearance of power 
in tlie iiregular blot as with the presence of power in the de- 
termined one ; but u'tf, in our beginnings, must do as much as 
we can witli tlie broad dash, and then correct with the point, 
till we are quite right. We must take care to be right, at 
whatever cost of pains ; and then gradually we shall find we 
can be right with freedom. 

I have hitherto limited you to colour mixed with two or 

• The use of acquiring this habit of execution is that you may be able^ 
when you begin to colour, to let one hue be seen in minute portioua, 
gleaming between the touches of another. 
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three teaspooEfuIs of wafer ; but in finialiing your light and 
shade fram the stone, you may, as you efface the edge of the 
paleat coat towarda the Ught, use the colour for the small 
touches with more and more water, till it is so pale us not to 
be perceptible. Thus you may obtain a perfect grndatiou to 
the light. And in reinforcing the darks, when they are vejy 
dark, you may use less and less water. If you take the colour 
tolerably dark on your brush, only always liquid (not pasty), 
and dash away the superfluous colour on blotting-paper, you 
will find that, touching the paper very Hghtly with the diy 
brush, you can. by repeated touches, produce a dusty kind of 
bloom, very valuable in giving depth to shadow ; but it i-e- 
quires great patience and delicacy of hand to do this properly. 
"You will find iDucli of this kind of work in the grounds and 
shadows of William Hunt's drawings.* 

As you get used to the brush and colour, you will gradually 
find out their ways for yourself, and get the management of 
them. Nothing but practice will do this perfectly ; but you 
will often save yourself much diacouragemeut by remembering 
what I have so often asserted, — that if anything goes wrong, 
it is nearly sure to I>e refinement that is wanting, not force ; 
and conne^iion, not alteration. It you dislike the state your 
drawing is in, do not lose patience with it, nor dash at it, nor 
alter its plan, nor rub it desperately out, at the place you 
think wrong ; but look if there are no shadows you can gra- 
date more perfectly ; no little gape and rents you can fill ; no 
forms you can more delicately define ; and do not ru»h at any 
of the errors or incompletions thus discerned, but efface or 
supply slowly, and you will soon find your drawing take 
another look, A very useful expedient in producing some 
effects, is to wet the paper, and then lay the colour on it, more 
or less wet, according to the effect you want You will soon 
see how prettily it gradates itself as it dries ; when drj-, yon 
can reinforce it with delicate stippling when you want it 
darker. Also, while the colour is still damp on the paper, by 
drying your binish thoiiDughly, and touchiug the colour with 
the brush so dried, you may take out soft lights with gi-eat 
•William Huul, of the Old Wnter-colour Socicly. 
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tenderness and precision. Try all sorts of experiments of this 
kind, noticing how the colour behaves ; but remembering al- 
ways that your final results must be obtained, and can onlj 
be obtained, by pure work with the point, as much as in the 
pen drawing. 

You will find also, as you deal with more and more compli- 
cated subjects, that Nature's resources in light and shade are 
so much richer than yours, that you cannot possibly g^et all, or 
anything like all, the gradations of shadow in an j given group 
When this is the case, determine first to keep the broad masses 
of things distinct : if, for instance, there is a green book, and 
a white piece of paper, and a black inkstand in the group, be 
sure to keep the white paper as a light mass, the green book 
as a middle tint mass, the black inkstand as a dark mass ; and 
do not shade the folds in the paper, or comers of the book, so 
as to equal in depth the darkness of the inkstand. The great 
difference between the masters of light and shade, and imper- 
fect artists, is the power of the former to draw so delicately 
as to express form in a dark-coloured object with little ligh^ 
and in a light-coloured object with little darkness ; and it is 
better even to leave the forms here and there unsatisfactorily 
rendered than to lose the general relations of the great masses. 
And this observe, not because masses are grand or desirable 
things in your composition (for witli composition at present 
you have nothing whatever to do), but because it is fujact that 
things do so present themselves to the eyes of men, and that 
we see paper, book, and inkstand as three separate tbino-s, be- 
fore we see the wrinkles, or chinks, or corners of any of the 
three. Understand, therefore, at once, that no detail can be 
as strongly expressed in drawing as it is in the reality ; and 
strive to keep all yoiir shadows and marks and minor mark- 
ings on the masses, lighter than they appear to be in Nature , 
you are sure otherwise to get them too dark. You will in 
doing this find that you cannot get the projection of tbin<TS 
sufficiently shown ; but never mind that ; there is no need 
that they should appear to project, but great need that 
their relations of shade to each other should be pi'eservecL 
All deceptive projection is obtained by partial exaggeration of 
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shadow ; and whenever jou aee it, you maj be sure the draw- 
iug is more or less bad ; a tboroiigblj" fine drawing or paints 
ing will alwava ehow a slight tendency towards _^(/ies*. 

Obaerve, on the other hand, that however white an object 
may be, there is alwaj-s some smell point of it whiter than the 
rest. You must therefore have a slight tone of grey over 
everything in your picture except on the extreme high lights ; 
even the piece of white paper, in your subject, must be toned 
shghtty down, unlesa (and there are a thotisnod chances to 
one against its beiug ao) it should all be turned so as fully to 
front the light By esamiuing the treatment of the white ob- 
jects in any pictures accessible to you by Paul Veronese or 
Titian, you will soon understand this.* 

As soon us you feel yourself capable Of expressing with the 
brush the undulations of surfaces and the relations of masses, 
you may proceed to draw more comphcated and beautiful 
things.f And first, the boughs of trees, now not iu mere dark 
relief, but in full rounding, Tidie the fii-st bit of branch' or 
stump that comes to band, with a fork in it ; cut ofi' the ends 
of the forking branches, so as to leave the whole only about 
a foot in length ; get a piece of paper the same size, fix your 
bit of branch in some place where its position will not be 
altered, and draw it thoroughly, in nil its light and shade, full 
size ; striving, above all things, to get an accurate expression 
of its structure at the fork of the branch. When once you 

• At MarlboroaRh House, among [he four principal Bsamples of Tar- 
ner'a XaXer tratf r-oolonr dianing, pprlinps tlie tnoat lieglecteil is lliat of 
tUhing-buat!) and fish at sunset. It is one of his most wonderful norks, 
though unGuUhed. If 70U examliiB the liirger while Geliing-hnat sait, 
j-ou will find it has a little Bpark of pure «hite In its righl-hand apper 
corner, shout as large as a minitte pin's head, and that all the surface of 
the sail Is gradated to Ihnl focus. Trj to copv thU sail ouce or twice, 
atid jruu will begin to uudvrstaod Turner's work. Similarly, tlie wing 
of the Cupid in Correggio'a large picture in the National Oalterjr is fo- 
cuBGed to two little grains at w1iit« at the top of It Tlie points of light 
on the ivhite flower in the wrtpath round the head of the dancing child- 
faun, in Titian *B Bacchus and Ariadne, exemplifj the same thing. 

fl shall not henceforward number the exercises recommended ; tu 
thej are distinguished only hy increasing dilSuult/ of suhjoet, not hy 
diSumnce of method. 



I 
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have mastered Uie tree at itaarmpili; you will have little laorc 
trouble with it 

Always draw whatever the backgrouod happens to be, ex- 
actly as you fiee it WTierever you have foatenecl the bough, 
you inuat draw whatever is behind it, ugly or not. elae you wilt 
never know wliether the light and shade are rigbt ; tliey i 
appear quil« wroBg to you, only (or want of the back)^roiuid. 
And this general lnw is to be ob- 
serreirl in all your studies : what- 
ever you draw, draw completely 
and unalteringly, else you never 
know if what you have done is 
right, or whether you ct/uld have 
doue it rightly had you tried. 
There m nothing vistbie out of 
which you may not get useful 

Next, to pnt the leaves on tout 
boiigha. Giat her a small twig with 
four or five leaves on it, put it into 
wat*r, put a sheet of light-col- 
oured or white paper behind it, 
BO that all the leaves may be re- 
lieved in dark from the white 
field ; then sketch in their dark 
shajje carefully with pencil ns you 
did the complicated boughs, in 
order to be sure that all their 
masses and interstices are right iu 
shape before you begin sliading, 
""• "■ and complete as far as you can 

with pen and ink, in tlie manner of Fig. 6., wliich is a young 
shoot of lilac. 

You will probably, in spite of all your pattern drawings, be 
at first puzzled by leaf foreshortening ; especially because the 
look of retirement or projection depends not so much on the 
perspective of the leaves themselves as on the double sight of 
the two eyes. Now there are certain artifices by which good 




m. 
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painterB can partly conquer thU diffimilty ; as alight exaggera- 
tions of force or colour in tlie nearer parts, and of obBcurity 
in the more distaat ones ; but you muet not attempt anything 
of this kind. When you are first sketching the leiives, shut 
one of your eyes, fix a, point in the bnckgroun J, to biing the 
point of one of the leavea agaiuat, and so sketch the whole 
bough as you see it in a fixed position, looking with one eye 
only. Tour drawing never can be made to look like the ob- 
ject itself, as you see that object with both eyes,* but it can be 
made perfectly like the object seen with one, anil you must be 
content when you have got a resemblance on these terms. 

In order to get clearly at the notion of the thing to be done, 
take n single long leaf, hold it with its point towards you, and 
as flat as you can, so as to see nothing of it but its thinness, 
as if you wanted to know how thin it was ; outline it so. 
Then slope it down gradually towards you, and watcli it as it 
lengthens out to its full length, held perpendicularly down 
before you. Draw it in three or four different positions be- 
tween these extremes, with ifs ribs ns they appeal- in each 
position, and you will soon find out how it must be. 

Draw first only two or three of the leaves ; then larger clus- 
ters ; and practise, in this way, more and more coiuplie-ated 
pieces of bough and leafage, till you find you can master the 
most difficult amiogementa, not consisting of more than ten 
or twelve leaves. You will find as you do this, if you have an 
opportunity of vLsiting any gallery of pictures, that you take a 
much more Uvely interest than before in the work of the great 
masters ; you will see that very often their best backgrounds 
are composed of little more than a few sprays o( leafage, care- 
fully studied, brought against the distant sky ; and that an- 
other wreath or two form the chief interest of their fore- 
grounds. If you live in London you may test your progress 
accuraltly by the degree of admiration you feel for the leaves 
of vine round the head of the Bacchus, in Titian's Bacchus 

•If yon nnderetand tlie principle ot the atemoscope yon will know 
nhy ; if not. it dous not mattHt ; trust me for tlie Irutti of the etato- 
nient, aa I cauuot enplaiu the ptiaciple vrithout dligrauu uid iuui:li loss 
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and Ariadne. All this, however, will not enable yon to drav 
a mass of foliage. You vill find, on looking at any rich piece 
of vegetation, that it is only one or two of the nearer clusters 
that jOu can by any possibility draw in this complete manner. 
The mass is too vast, and too intricate, to be thus dealt irith. 
You must now therefore have recourse to some confused 
mode of exemition, capable of expressiDg the confusion of 
Nature, And, first, you must understand what the character 
of that coufuaion ia. If you look carefully at the outer sprays 
of any tree at twenty or thirty yards' distance, you will see 
them defined against the akj in masaes, which, at first, look 
qutto definite ; but if you examine them, yon will see, mingled 
with the real shapes of leaves, many indistinct lines, which ar^ 




some of them, stalks of leaves, and some, leaves seen with the 
edge turned towards you, and coming into sight in a. broken 
way ; for, supposing the renl leaf sliape to te as at o. Fig. 7., 
this, when removed some yards from the eye, will appear dark 
against the sky, as at b ; then, when removed some yards 
farther still, the stalk and point disappear altogether, the mid- 
dle of the leaf becomes little more than a line ; and the result 
is the condition at c, only with this farther subtlety in the look 
of it, inexpressible in tlie woodcut, that the stalk and point of 
the leaf, though they have disappeared to the eye, have yet 
some influence in che-ching the light at the places where they 
exist, and cause a slight dimness about the part of the leaf 
which remains visible, so that ita perfect effect could only be 
rendered by two layers of colour, one subduing the &ky tone 
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a little, the next drawing the broken jwrtiona of the leaf, as at 
r, and carefully indicating the greater darkness of the spot in 
the middle, where the under side of the leaf is. 

This is the perfect theory of the matter. In practice we 
cannot reach such accuracy ; but we shall be able to render 
the general look of the foliage satisfactorily by the following 
mode of practice. 

Gather a spray of any tree, about a foot or eighteen inches 
long. Fis it finnly by tbe stem in anything that will support 
it steadily ; put it about eight feet away from you, or ten if 




you are far-sigbted. Put a sheet of not very white pnper 
behind it, as usual Then draw very carefully, firat placing 
them viiih pencil, and then filling them up with ink, every 
leaf, mass and stalk of it in simple black profile, as you see 
them against the paper ; Fig. 8, is a bough of Phillyrea bo 
drawn. Do not be afraid of running the leaves into a black 
mass when they come together ; this exercise is only to teach 
you what the actual shapes of such masses are when seen 
against the sky. 

Make two cai-efiil studies of this kind of one bough of every 
commoB tree — oak, ash, elm, birch, beech, ic. ; in fact, if you 
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are good, and industrious, you will make one such study care- 
fully at least three times a week, until you have examples di 
every sort of tree and shrub you can get branchos of. Too 
are to make two studies of each bough, for this reason — all 
masses of foliage have an upper and under surface, and the 
side view of them, or profile, shows a wholly different organisa- 
tion of branches from that seen in the view from above. They 
are generally seen more or less in profile, as you look at the 
whole tree, and Nature puts her best composition into the 
profile arrangement But the view from above or below oc- 
curs not unfrequently, also, and it is quite necessary yoa 
should draw it if you wish to understand the anatomy of the 
tree. The difference between the two views is often far greater 





Fzo. 9. 



than you could easily conceive. For instance, in Fi^. 9., a is 
the upper view, and b the profile, of a single spray of Philly- 
rea. Fig. 8. is an intermediate view of a larger bough ; seen 
from beneath, but at some lateral distance also. 

"Wlien you have done a few branches in thia manner, take 
one of the drawings, and put it first a yard away from vou, 
then a yard and a half, then two yards ; obsen'c bow the thin- 
ner stalks and leaves gradually disappear, leaving only a vao-iie 
and slight darkness where they were, and make another study 
of the effect at each distance, taking care to draw nothin*-' 
more than you really see, for in this consists all the difference 
between what would be merely a miniature drawin«j of the 
leaves seen near, and fi full-size drawing of the same leaves at 
a distance. By full size, I mean the size which they would 
really appear of if their outline were traced through a x>ane of 
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glass held at tlie same distance from the eje at which you 
mean to hold jour drawing. You can always ascertain this 
full size of aiij' object by holding your paiier upright before 
you, at Ihe distance from your eye at which you wish j-our 
drawing to be seen. Bring its edge across the object you 
have to draw, and mark upon this edge the points where the 
outline of the object crosses, or goes behind, the edge of the 
paper. You will always find it, thus measured, smaller thau 
you supposed. 

When you have made a few careful experiments of this 
kind on your own drawings, {which are better for practice, at 
first, than the real trees, because the black profile in the draw- 
ing is quite stable, and does not shake, and is not confused by 
sparkles of histre on the leaves,) you jnay try the extremities 
of the real trees, only not doing much at a time, for the 
brightness of the sky will dazzle and perplex your sight. Aud 
this brightness causes, I believe, some loss of the outline 
itself ; at least the chemical action of the Uglit in a photograph 
extends much within the edges of the leaves, and, as it were, 
eats them away so that no tree extremity, stand it ever so 
still, nor any other form coming against bright sky, is truJy 
drawn by a jihotograph ; and it you once succeed in drawing a 
few sprays rightly, you will find the result much moi-e lovely 
and interesting than any photograph can be. 

All this difficulty, however, attaches to the rendering merely 
the dark form of the sprays as they come against the sky. 
Within those sprays, and in the heai't of the tree, there is a 
complexity of a much more embarrassing kind ; for nearly all 
leaves have some lustre, and all are naore or lesa tninslucent 
(letting light through them) ; therefore, in any given leaf, 
besides the intricacies of its own proper shadows aud fore- 
shorteninga, there are three series of circumstances which 
alter or hide its forms. First, shadows oast on it by other 
leaves— often very forcibly. Secondly, Hght reflected from 
its lustrous surface, sometimes the blue of the 8ky« sometimes 
the white of clouds, or the sun itself flashing like a star. 
Thirdly, forms and ahadows of other leaves, seen as darkness 
through the translucent partii of the leaf ; a moat important 
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filcment of foliage effect, but wholly neglected by landscape 
artiBta in general 

The consequence of oU tbie is, tbnt except now and then by 
cbance, the form of a complete leaf is iiever seen ; but a msr- 
velloua and quaint confusion, very deliuite, indeed, in ite evi- 
dence of direction of growth, and unity of octiou, but wholly 
indefinable and inextricable, part by part, by any amount ol 
patience. You cannot possibly work it out in fac simile^ 
though you took a twelvemonth's time to a tree ; and you 
must therefore try to discover some mode of execution which 

ill more or less imitate, by its own variety and mystery, the 

ricty and mystery of Nature, nitliout absolut* delineation 

detail. 

Now I have led you to this conclusion by observation of 

ie form only, because in that the thing to be proved is clear- 
est But no natural object esists which does not involve in 
Bome port or porta of it this iiiiniitableness, tbis mystery of 
quantity, which needs peculiai'ily of handling and trick of 
touch to express it completely. If leaves are intricate, so is 
moss, so is foam, so is rock cleavage, ao are fur and hair, and 
texture of drapery, and of clouds And although metitods 

id dexterities of baudliiig are tvbolly useless if you have not 
jiined first the thorough kuowludge of the form of the thing; 
so that if you cannot draw a branch perfectly, then much less 
a tree ; and if not a wreath of miet perfectly, much less a 
flock of clouds ; and if not a single gross blade perfectlv, 
much lees a grass bank ; yet having once got this power over 
decisive form, you may safely — and must, in order to perfec- 
tion of work — carry out your knowledge by every aid of method 
and dexterity of hand. 

But, in order to fiod out what method can do, you must now 
look at Art as well as at Nature, aud see what means paint- 
ers and engravers have actually employed for the expression 
of these subtleties. Whereupon arises the question, what 
opportunity have you to obtain engravings? You ought, if it 
is at all in your power, to possess yourself of a certain num- 
ber of good examples of Turner's engi-aved works : if tliis be 
not in your power, you must just make the best use you can 
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of the shop windows, or of any plates of which you can obtain 
a loan. Very possibly, the difficulty of getting sight of them 
may stimulate you to put them to better use. But, supposing 
your means admit of your doing so, possess 3'ourself, first, of 
the illustrated edition either of Rogers's Italy or Rogers's 
Poems, and then of about a dozen of the plates named in the 
annexed lista The prefixed letters indicate the particular 
points deserving your study in each engraving.* Be sure, 

* If you can, get first the plates marked with a star. The letters 
mean as follows: — 
a stands for architecture, including distant grouping of towns, cottages, 

&c. 
c clouds, including mist and aerial effects. 
/"foliage. 

g ground, including low hills, when not rocky. 
I effects of light. 

1)1 mountains, or bold rocky ground. 
p power of general arrangement and effect. 
q quiet water. • 
r running or rough water ; or rivers, even if calm, when their line of 

flow is beautifully marked. 

From the England Series, 



a cfr. Arundel. 

a ft. Aslibv de la Zouche. 
al q r. Barnard Castle. * 
/ m r. Bolton Abbey. 

f g r. Buckfastleigh.* 

a I p. Caernarvon. 

cl q. Castle Upnor. 

a fl. Colchester. 
I q. Cowes. 

cf p. Dartmouth Cove. 

cl q. Flint Castle.* 
a f g I. Knaresborough. * 

711 r. High Force of Tees. * 



a/g. Trematon. 
a /p. Lancaster. 
clmr, Lancaster Sands. * 
CL gf* Launceston. 
cflr. Leicester Abbey. 
fr. Ludlow. 
afL Margate. 
al q. Orf ord. 
ep. Plymouth. 
/. Powis Castle. 
I m q. Prudhoe Castle. 
flmr. Chain Bridge over Tees.* 
m q. U lies water. 



/ m. Valle Crucis. 
From the Keepsake. 



rap q, Arona. 

ta. Drachenfells. 
J I. Marley.* 



p. St. Germain en Laye. 
Ip q. Florence. 
I m, Ballyburgh Ness. * 
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therefore, that your selection includes, at all events, one plate 
marked with each letter— of course the plates marked with two 
or thi'ee letters are, for the most part, the best. Do not get 
more than twelve of these plates, nor even all the twelve at first 
For the more engravings you have, the less attention you 
will pay to them. It is a general truth, that the enjoyment 
derivable from art cannot be increased in quantity, beyond a 
certain point, by quantity of possession ; it is only spread, as 
it were, over a larger surface, and very often dulled by find- 
ing ideas repeated in different worka Now, for a beginner, 
it is always better that his attention should be concentrated 
on one or two good things, and all his enjoyment founded on 
them, than that he should look at many, with divided thought& 
He has much to discover ; and his best way of discovering it 
is to think long over few things, and watch them earnestly. It 
is one of the worst errors of this age to try to know and to 
see too much : the men who seem to know everything, never 
in reality know anything rightlj'. Beware of hand-booh knowl- 
edge. 

These engravings are, in general, more for you to look at 

From the Bible Series, 

f m. Mount Lebanon. a c g. Joppa. 

m. Rock of Moses at Sinai. cl p g. Solomon's Pools.* 

a I VI, Jericho. a I, Santa Saba. 

a I, Pool of Bethesda. 

From Scotfs Works. 

p r, Melrose. c in, Glencoe. 

fr. Dry burgh. * cm. Loch Coriskin. 

a I, Caerlaverock. 

From tJie ** Rivers of France.^* 

a q. Chateau of Amboise, with a p. Rouen Cathedral. 

large bridge on right. /;;. Pont de I'Arche. 

Ipr. Rouen, looking down the flp- View on the Seine, with 

river, ])oplar8 on right.* avenue. 

alp. Rouen, with cathedral and a c p. Bridge of Meulan. 

rainbow, avenue on the left. cgpr. Caudebec* 
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than to copy ; unci they will be of more use to yon when we 
come to talk of composition, than they are at present ; still, it 
will do you a great deal of good, sometimes to try how far 
you can get their delicate texture, or gradations of tone ; as 
your pen-and-ink drawing will be apt to incline too much to 
a scratchy and broken kind of shade. For instance, the text- 
ure of the white convent wall, and the drawing of its tiled 
roof, in the vignette at p. 227. of Bogers'a Poema, is as ex- 
quisite as work can possibly be ; and it will be a great and 
profitable achievement if you can at all approach it. In like 
manner, if you can at all imitate the dark distant country at 
p. 7., or the sky at p. 80., of the same volume, or the foliage 
at pp 12. and 144., it will be good gain ; and if you can once 
draw the rolling clouds and running river at p. 9. of the 
" It«ly," or the city in the vignette of Aosta at p. 25., or the 
moonlight at p. 223., you will find tliat even Nature herself 
cannot afterwards very terribly puzzle you with her torrents, 
or towei-8, or moonlight 

Tou need not copy touch for touch, but try to get the same 
effect. And if you feel discouraged by the delicacy required, 
and begin to think that engraving is not drawing, and that 
copying it cannot help you to draw, remember that it differs 
from common drawing only by the difficulties it has to en- 
counter. Tou perhaps have got into a careless habit of think- 
ing that engraving is a mere business, easy enough when one 
has got into the knack of it. On the contrary, it is a form of 
drawing more difficult than common drawing, by exactly so 
much as it is more difficult to cut steel than to move the pen- 
cil over paper. It is true that there are certain mechanical 
aids and methods which reduce it at certain stages eitlier to 
pure machine work, or to more or less a habit o( hand and 
arm ; but this is not so in the foliage you are trying to copy, 
of which the best and prettiest parts ore always etched — that 
is, drawn with a fine steel point and free hand : only the line 
made is white instead of black, which renders it much more 
difficult to judge of what you are about. And the tri'ing to 
copy these phites will be good for you, because it will awaken 
you to the real labour and skill of the engraver, and make you 
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understand a little how people must work, in this world, who 
have really to do anything in ii 

Do not, however, suppose that I give you the engraving as 
a model — far from it ; but it is necessary you should be able 
to do as well * before you think of doing better, and you will 
find many little helps and hints in the various vrork of it 
Only remember that all engravers' foregrounds are bad; 
whenever you see the peculiar wriggling parallel lines of mod- 
ern engravings become distinct, you must not copy ; nor ad- 
mire : it is only the softer masses, and distances ; and portions 
of the foliage in the plates marked /, which you may copy. 
The best for this purpose, if you can get it, is the '< Chain 
bridge over the Tees," of the England series ; the thicket on 
the right is very beautiful and instructive, and very like 
Turner. The foliage in the " Ludlow " and "Powis *' is also 
remarkably good. 

Besides these line engravings, and to protect you from what 
harm there is in their influence, you are to provide yourself, if 
possible, with a Rembrandt etching, or a photograph of one 
(of figures, not landscape). It does not matter of what sub- 
ject, or whether a sketchy or finished one, but the sketchy 
ones are generally cheapest, and will teach you most. Copy 
it as well as you can, noticing especially that Rembrandt's 
most rapid lines have steady purpose ; and that they are laid 
with jdniost inconceivable precision when the object becomes 
at all interesting. The "Prodigal KSon," "Death of the Vir- 
gin," " Abraham and Isaac," and such others, containing in- 
cident and character rather than chiaroscuro, will be the most 
instructive. You can buy one ; copy it well ; then exchange 
it, at Uttle loss, for another ; and so, gradually, obtain a gooil 
knowledge of his system. Whenever you have an opportunity 
of examining his work at museums, &c., do so with the great- 
est care, not looking at many things, but a long time at each. 
You must also provide yourself, if possible, with an engraving 
of Albert Durer's. This you will not be able to copy ; but 

♦ As well ; — not as minutely : the diamond cuts finer lines on the steel 
than you can draw on paper with your pen ; but you must be able to 
get tones as even, and touches as firm. 
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you must keep it beside jou, nnd refer to it as o standard of 
precisiou iu liue. If you can get one with u wing in it, it will 
be best. The crest with the cock, that with the skull nud' 
satyr, and the " Melancholy," are the best you fouij hiive, but 
ftuy will do. Perfection in clduroscm-o drawing lies between 
tlietfe two masters, Bembrandt and Durer. Hembmudt is 
often too loose and vague ; and Durer hfts little or no effect o( 
niiat or uncertainty. If you can Bee anywhere a drawing by 
Leonardo, you will find it balanced tetween the two chaniu- 
tera ; but there are no engi-avings which present tliis perfec- 
tion, and your style will be best formed, therefore, by alter- 
nate study of Rembmndt and Durer. Lean rather to Durer ; 
it is better for amateurs to err on the aide of precision than 
on that of vagueness; and though, as I have juat said, you 
cannot copy a Durer, yet try everj- now and then a quarter of 
an inch square or so, and see how much nearer you can come ; 
you cannot possibly try to draw the leafly crown of the " Mel- 
ancholia " too often. 

If you cannot get either a Rembrandt or a Diu-er, you may 
still learn miich by carefully studying any of George Cruik- 
shank'a etchings, or Leech's woodcuts in Punch, on the free 
Kide ; with Alfred Eethel'a and Bichter's * on the severe side. 
But in so doing you will neetl to notice the following points : 

When either the material (as the copper or wood) or the 
time of an artist, does not permit liim to make a perfect draw- 
ing, — that is to Bay, one in which no lines shall be prominently 
visible,^ — -and he ia reduced to show tlia block lines, either 
drawn by the pen, or on the wood, it is better to make these 
lines help, as far as may be, the expression of testure and 
form. You tvill thus &nd many textures, as of cloth or grass 
or flesh, and many subtle effects of Kght, expreaaed by Leech 
with zigzag or crossed or curiously broken hues ; and you 
will see that Alfred Rethel and Richtor constantly express the 
direction and rounding of surfaces by the direction of the 
lines which shade them. All these various means of expression 
will be useful to you, as far as you can learn them, pro\-ided 
" WorkH lo be 
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you remember that they are merely a kind of Bhorthand ; tell- 
ing certain fncta, not in quite the right wny, but in the only 
possible way under the couditions ; and provided in any after 
use of such means, you never try to show your own dexterity ; 
but only to get as much record of the object as you can in a 
given time ; nnd that you continually make efTorts to go be- 
yond sliorthimd, and draw portions of the objects rightly. 

And touching this question of iJireclion of lines as indicating 
that of surface, observe these few points : 

If lines ore to be distinctly shown, it is better that, bo far as 
they oi»i indicate any thing hj their du^clion they should ex- 
plain rather than oppose the general charaitei of the object. 




Thus, in the ijiece of woodcut from Titian, Fig. 10., the lines 
are serviceable by expressing, not only the shade o( the trunk, 
but partly also its roundnens, and the flow of its grain. And 
Albert Durer, whose work was chiefly engraving, sets himself 
always thus to make his lines as iw/ on We as iwssible; telling 
much by them, both of shade and direction of surface : and if 
you were always to be limited to engraving on copper (and did 
not waut to express effects of mist or darkness, as well as deli- 
cate forma), Albert Durer'a way of work would be the best ex- 
ample for you. But, inasmuch as tlio perfect way of drawing 
is by shade without lines, and the gi'ent painters always con- 
ceive their subject as complete, even when they are sketching 



I 
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it moat rapidly, you wiU find that, when they are not limited 
a meauB, they do not much truat to direction of line, but will 



mded surface with neni'iy 

itli the eaaiest and quickest liuea 



often scratch in the shade of 
straight lines, that is to aay, 
jxtssihle to themselvcB. 
When the hand is free, 
Ikeeasieet line for it to 
ilruw is one ineliuing 
from the left upward to 
the right, or uw-e wrsd, 
from the right down- 
wards to the left ; and 
when done very quick- 
ly, the line is hooked 
a Uttle at the end hy 
the effort at return to 
the nest Hence, you 
■will always find the pen- 
cil, chalk, or pen sketch 
of a aery great master 
full of these kind of 
lines ; and even if he 
draws carefully, you will 
find him using simple 
straight Hues from left to 
right, when an inferior 
master will have used 
curved ones. Fig. 11, is 
a fair facsimile of part 
of a sketeh of liaphael's, 
which exhibits these 
characters very distinct- 

ly. Even the careful drawings of Leonardo da Vinci are 
shaded most commonly with straight lines ; and you may 
always assume it as a point increasing the probability of a 
druwiuR being by a great master if you find rounded surfaces, 
such OS those of cheeks or lips, shaded with straight lines. 
But you will also now understand how easy it uiu&l be for 
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dishoneBt; clenlers to forge or imitato scrawled sketches lila 
Figure 11., and pass them for tlie work of great masters ; and 
bow tlie [lower of determinuig the genuiutuesa of a ilraidiig 
depends entirely od your knowing the /acts of tlie object 
dra\vii, (iml perceiving wbetber tho hasty ban Jliiig is all coo- 
ducive to tbe expression of those truths. In a great lu&n'a 
work, at its fastest, no line ia thrown away, and it ia not by 
the rapidity, but tho economy of the execution that you know 
bjm to be great Now to judge of fhiB economy, you must 
know exactly what he meant to do, otherwise you oanuot of 
course discern how far he has done it ; that is, you must know 
the beauty and nature of the thing be wna drawing. All judg- 
ment of art thus finally founds itself on knowletlge of Xature. 
But farther observe, that this scrawled, or economic, or im- 
petuous esecutiou is never a^'ectedly Impetuous. If a great 
man is not in a hurry, he never pretends to be ; if he has no 
eagerness in his heart, he puts none into his hand ; if he 
thinks bia effect would be better got with two lines, he never. 
to show hia dexterity, tries to do it vfith one. Be assured, 
therefore (and this is a matter of great importance), that you 
will never produce a great drawing by imitating tho cj-'rulion 
of a great master. Acquire bis knowledge and share his feel- 
ings, and the easy execution «-ill fall from your hand .t.s it did 
from hia ; but If you merely scrawl because he scrawled, or 
blot because he blotted, you will not only never advance i!i 
power, but every able draughtsman, and every judge whose 
opinion is worth having, will know you for a cheat, and de- 
spise you accordingly. 

Again, observe respecting the use of outline r 
All merely outlined drawings ai-e bad, for the simple I'^aeon, 
that an artist of any power can always do more, and tell more, 
by quitting his outlines occasionally, and scratching in a few 
lines for shade, than he can by restricting himself to outline 
only. Hence the fact of his so restricting himself, whatever 
may be the occasion, shows him to be a bad draughtsman, 
and not to know how to apply his power economically. This 
hard law, however, bears only on drawings meant to remain 
in the state iu which you see them ; not on those which -were 
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meant to be proceeded with, or for some mechFuiicnl use. It 

is sometimes necessary to draw pure outlines, as an incipient 
iirriuigement of a composition, to bo filled up aftenvanls with 
colour, or to be pricked through and used as pnttema or 
tracings ; but if, with no such ultimate object, making the 
drawing wholly for ita own sake, and meaning it to remain in 
the state he leaves it, an artist restricta himself to outline, he 
M a bad draughtsman, and his work is bad. There is no ex- 
ception to this law. A good artist hnbituolly sees masses, not 
edges, and can in everj- case make hia drawing more expres- 
sive (with any given quantity of work) by rapid shade than by 
contours ; so that all good work whatever is more or less 
touched with shade, and more or less interrupted as outhne. 

Hence, the published works of Refach, and all the English 
imitations of them, and all outhne engravings from pictures, 
are bad work, and only serve to corrupt the puhHc taste, and 
of such outlines, the worst are those which are darkened in 
some part of their course by way of expressing the dark side, 
ns Flasraon's from Dante, and such others ; because an out- 
line can only be true so long aa it accurately represents the 
foim of the given object with one of ita edges. 
Thus, the outline a and the outhne b. Fig. 12., are ^2. -^ 
both (rueoutlineaof a ball ; because, however thick ( ) \_ j 
the line may be, whether we take the interior or y->^ 
exterior edge of it, that edge of it always draws a K,^ 
true circle. But c is a false outline of a ball, be- fi^u 
cause either the inner or outer edge of the black hue 
must be an untrue circle, else the lino could not be thicker in 
one place than another. Uence all " force," as it is called, is 
gained by falsification of the contours ; so that no artist whose 
eye ia true and fine could endure to look at it^ It does indeed 
often happen that a painter, sketching rapidly, and trying again 
and again foj* some line which he cannot quite strike, blackens 
or loads the first hue by setting others beside and across it ; and 
then a careless observer supposes it has been thickened on 
purpose ; or, somctimea also, nt a place where shade is after- 
wards to enclose the form, the painter will strike a broad dash 
of this shade beside his outline at once, looking as if he meant 
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to thicken tlie outline ; whereas this broad Une is only ti 
firet instalment of the future ehndon-, and the outline id rei 
1y drawn with its inner edge. And thus, far from gcx 
dmuglitsineu darkening the lines which turu nway from tl 
light, the leiulenci/ with them is rather to ilnrlfcu them t 
w.irtls the light, for it is there in general that sliade w 
-jltimatfly enclose them. The heat example of this treatme 
that I know i^ R-iphnel's skctcli, in the Lou^'Te, of tbe bead 
the itugel [lui-Huing HclioiloruR, the one that shoe's part of X\ 
left eye ; where the dark strong lines which terminate tl 
nose and forehead towards the light are opposed to tend 
and light ones behind tho car, and in other places towari 
the shade. Yon will see in Fig. 11. the some priuciji 
vaiionsly exemplified ; the principal dark lines, in the hei 
and drajierv' uf the arms, being on the ^do tamed to tJ 
liKht 

All these refinements and ultimate principles, however, < 
not affect your drawing for tho present. You must trj- 
mako your ontUnes as fijual as jKresible ; and employ pu 
outhno only for the two following purposes: either (I.) 
steady your hand, as in Exercise IL, for if you couuot dr:i 
the Hue itwlf, you will never be able to tenuinate your sliadc 
in thi: pi'cf isu shiipe rr(|uired, when the line is absent ; oi" (i 
111 ^'ivi' you sliiirthiiiid nitnioramla of forms, when you it 
pressed fnv tiiiif. Thus tjic forms of distiuit trees iii gvouj 
luv dctiiiid. for the most pu-t, liy the h-^'ht edge of the mum 
ed mass cif the nearir out being shown against the darki 
piirt ,if tht; iiniuded muss of a more distant one ; and to di-a 
lliis piiiiierly, jie:nly iis much woi'k is reiiuired to ro\iiid eac 
li-ee as to iiiund the stoni; in Fi;;. ii. Of course you canii- 
often get liuje to do this ; but if you niiU'k the terminal Ho 
of eaeh tree as is done by I>urer in Fig. IH., you will get 
must useful nienioi-andum of thiir arriuij,'r'nient, and a ver 
interesting drawing. Only observe ui doing this, you nuip 
not, because the proceilure is a ijiiick one. hiuiy tliat proced 
ure itself. You will find, on <'Opying thiit bit of Dui'er, tlui 
every one of Ins lines is linn, delihci-ale, and acouratol; 
descriptive as for us it goes. It means a bush uf such a Giz 
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arid Buch n sLape, definitely observed and set down ; it con- 
taiiia n true " sigimleiaeot " of every nut-tree, and Jiiiple-tree, 
and LigUer bit of hedge, all round that village. If jou have 
not time to draw thus carefully, do not draw at all — you arc 
meifly waatiiig your work and Bpoiling your taste. When 
you liiive had four or five j'eara' practice you may be able to 
make u»eful memoranda at a rapid rate, but not yet ; except 
sometimes of light and sluule, in a way of which I will tell 
you preseuLiy. And this use of outline, nolo farther, is wholly 
confined to objects which have ciUjex or limits. You can out- 




ree or a stone, when it rises against another tree or 
Btone ; but you cannot outline folds in drapery, or waves in 
water ; if these ore to be espressed at all it must be by some 
aort of shade, and therefore the rule that no good drawing can 
consist throughout of pure outline remains absolute. You 
see, in that wootlcut of Durer's, his reason for even limiting 
bim&elf so much to outline as he hns, in those distant woods 
and plains, is that he may leave them in bright light, to be 
thrown out still more by the dark sky and the dark village 
spire ; and the sceue becomes real aud sunny only by the ud- 
dition of these shades. 
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Understanding, then, thus much of the use of outline. «t I 
will go back to oui* question about tree drawing left u- \ 
answered nt page 60. 

We wtre, jou remomber, in pursuit of mjrstery unot 
leavea Now, it is qulto eney to obtain oiysiery &ud disorJii, I 
to any extent ; but the difficidfy is to keep orgaoiaation a 
the midst of mystery. And you viil never succeed in Atw^ 1 
this unless you lean always to the definite side, and allow Tou^ I 
self rarely to become quite ^'ague, at least through all jour I 




early practice. So, after your single groups of leaves, your 
first step must bo to conditions like Figs. 14. and 15., whii^J 
are careful facsimiles of two portions of a beautiful wooden 
of Durer'a, the Flight into Egj-pt. Copy these carefully,- 
uever mind how Uttle at n time, but thoroughly ; then I 
the Durer, and appl,?^ it to your drawing, and do Dot be cat^ 
tent till the one fits the other, else your eye is not true enousi 
to carry you safely through meshes of real leaves. And i 
the coiii-Ke of doing this, you will find that not ii hue e 
of Dui'er'a can be displaced without hann ; that all add 1 
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tlie effect, and either express sometliing, or illumine some- 
thing, or relieve soiuetliiDg. If, afterwards, you copj anj oE 
tlie pieces of modern tree Llrawing, of which bo mao; rich 
examples are given coustantly in our cheap illustrated periodi- 
cals (any of the Chnstmaa numbers of litst year's Illustraled 
News or Times ai-e full of them), you will see that, though 
good aud forcible! general effect is produced, the lines are 




Ihrown in by thousands without special intention, and might 
just as well go one way as another, so only that there be 
enough of them to produce all together a well-shaped effect 
of intricacy : and you will find that a little careless scratch- 
ing about with your pen will bring you very near the same 
result without an effort ; but that no scratching of pen, nor 
any fortunate chance, nor anything but downright skill and 
thought, will imitate so much as one leaf of Durer's. Yet 
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there is conaiderablc inlricncy and glitterinj^ confosion i 
int^rsticeB of tlioae vine leaves of hie, ob well us of the g 

AMieu you have got fatniliariBeii to tbU firm mannei 
may drstw from Niittiu'e as tiiucli as you like iii the same 
aud wlien you arc tired of the intense care i-equired fai 
you may fid) into n little more easy massiug of the leaves 
Fig. 10. p. 60.) This is facaimilgd from an eugravin^ 
Titian, but aa euy[T)iTiug oot quite first-rate in manue 
tearea being a little too formal ; still, it is a good en 
model for your times of reet ; aad when you cannot can 
thing evett so far ns this, you may sketch the forms o 
masses, as in Fig. lit.,* takiug care always to have tho» 
command over your hand ; tlmt is, not to let the mtiss t 
free shape because your hand mu glihly over the papei 
because in nature it has actually a free and uoble shape 
you have faithfully followed the same. 

And now that w© have come to questions of jtob/f shn] 
well as true shape, and that we are going to draw from ii 
at our pleasure, other considerations enter into the bu£i 
which are by no means confined to Jirsl practice, but ej 
to rU practice ; these (as this letter is long enough. I at 
think, to satisfy even the most exacting of con-espondet 
will arrange in a second letter ; prajing you only to e; 
the tiresomeness of this first one — tiresomeness iiisepa: 
from dhectione touching the beginning of any ai-t, — an 
believe me, even though I am ti'jing to set you to dull 
hard work. 

Very faithfully vours, 

'j. Bibk: 



*T)iiE akelcli is not of a tree standing on 
. YoD will find it explftiii«d fieaeaUy. 



4 buul, lhoui;U it look 
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SKiTTCHDJO FROM NATTTKE. 

Mv DEAR Reader : — 

The work we have nlready gone through together has, I 
hope, enabled you to draw with fair succesa, either rounded 
and simple masses, like stones, or complicnted arrangements 
of form, like tliose of leaves ; provided only these masses or 
complexities will stay quiet for you to copy, and do not ex- 
tend into quantity so great aa to balflG your patience. But if 
we are now to go out to the fields, and to draw anything like 
a complete landscape, neither of these conditions ivill any 
more be observed for ua. The cl9uds will not wait while we 
copy their heaps or clefts ; the shadows will escape from ua 
as we try to shape them, each, in its stealthy mioHte march, 
still leaving light where its tremulous edge had rested the 
moment before, and involving in eclipse objects that had 
seemed safe from its influence ; ancl instead of the small 
claaters of leaves wliich we could reckon point by point, em- 
barrassing enough even though numerable, we have now 
leaves as little to he counted as the sands of the sea, and 
restless, perhaps, as its foam. 

In all that we have to do now, therefore, direct imitation 
becomes more or less impossible. It is always to be aimed 
at so far as it is possible ; and when you have time and op- 
portunity, some portions of a landscape may, as you gain 
greater skill, be rendered with an approximation almost to 
mirrored portraiture. Still, whatever skill you may reach, 
there will always be need of judgment to choose, and of speed 
to seize, certain things that are principal or fugitive ; and you 
must give more and more effort daily to the observance of 
characteristic points, and the attainment of concise methoda 

I have directed your attention early to foliage for two 
reasons. First, that it is always accessible as a study ; and 
secondly, that its modea of growth present simple examples 
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of tlio iraportance of lending or governing lines. It is 
Heizing these leading lines, when we cannot seize all, that 1 
neas and expreseion are given to a portrait, an<l graco oD 
kind of cUal truth to the rendering of every natural form, 
cull it x^iial truth, because these chief lines are altvays 
pressive of the past history and present action of the th 
They nhow in a mountain, first, bow it was built or hea 
up ; and secondly, how it is now being worn avmy, and fi 
^v]lat quarter the wddest storms strike it. In n tree, t 
show what kind of fortune it has had to endure fron: 
childhood ; how ti'OubleHome trees have come in ita way, 
pushed it aside, and tried to strangle or starve it ; where 
when kind trees have sheltered it, and grown up lovii 
together with it, bemling as it bent ; what winds tormeii 
most ; what boughs of it beliave best, and bear most (n 
and so on. In a wave or cloud, theBO leading lines show 
run of the tide and of the wind, and the sort of change wl 
the water or vapour is at any moment enduring in its fomi 
it meets shore, or counterwave, or melting suushiue. > 
remember, nothing distinguishes great men from infei 
if men more than their always, whether in life or in art, knou 
the 1001/ thinyi are going. Your dunce thinks they are sta 
iug still, and draws them nil fixed ; your wise man sees 
clinnge or changing in them, and draws them so — llie anii 
iu its motion, the tree in its growtii, the cloud in its coui 
the mountain in its wearing away. Try always, whenever ; 
look at a form, to see the lines in it which have had poi 
over its pnst fate, and wiU have power over its futurity. Th 
are ita awful hues ; see that you seize on those, whatever e 
you miss.' Thus, the leafage in Fig.lG, (p. 291.) grew rou 
the root of a stone pine, on tlje brow of a crag at Sestri, di 
Genon, and all the sprays of it nre tlirust away in their fi 
budding by the great rude root, and spring out in ev* 
direction round it, as water splushes when a heavy stone 
thiTiwu into it Then, when they have got dear of the ro> 
they begin to bend up again ; some of them, being little ato 
pines themselves, have a great notion of growing upright, 
Ihey con ; and this struggle of theiru to recover theii' atmig 
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road towards tlie sky, after being obliged to grow sidewayu 
iu tbeir early years, is the effort thflt will mainly influence 
their iuture destiny, and determine if they are to be crobbed, 
forky pines, striking from that rook of Sestri, whose clefts 
nourish them, with bared red lightning of angry arms towards 
the sen ; or if they are to be goodly and solemn pines, with 
trunks like pillars of temples, and the purple burning of their 
branches sheathed iu deep globes of cloudy green. Those, 
then, are their fateful lines ; see that you give that spring and 
resilience, whatever you leave ungiven : depend upon it, their 
chief beauty is in these. 

So in trees in general and bushes, large or small, you will 
notice that, though the boughs spring irregularly and at rori- 
OUB angles, there is a tendency in all to stoop less and less as 
they neai' the top of the tree. This structure, typified in the 
simplest possible terms at 
c, Fig. 17., is common to 
all trees, that I know of, 
and it gives tliem a certain 
plumy character, and 
pect of unity in the heni'ts 
of theirbranches, which are * 

essential fo their beauty. 

The stem does not merely send off a wild branch here and 
there to take its own way, but all the branches share in one 
great fountain-like impulse ; each has a curve and a path to 
take which fills a definite' place, and each terminates all its 
minor branches at its outer extremity, so as to form n great 
outer curve, whose character and proportion are peculiar for 
each species ; that is fo say, tiie general type or idea of a tree 
is not as a, Fig. 17., but as 6, in which, observe, the boughs 
all carry theii" minor divisions right out to the bounding 
curve ; not but that smaller branches, by thousands, ter- 
minate in the heart of the tree, but the idea and main pur- 
pose in every branch are to carry all its child branches 
well out to the air and light, and let each of them, however 
small, take its part in filling the united flow of the bounding 
curve, 80 that the type of each separate bough is again not a, 
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hut h, Fif;. IB. ; npproximating, that is to aaj. so hr to t 

ntructiire of n plaiit of broccoii as to thron' tbe rrrent nuffi 

api-ay and leafage out to a rounded surface ; therefore, bem 

of getting into Ufa: 

rieas h.ibit of ilriwi 
Ixiughs with 8ucr 
sive sweeps of tlie p 
or brush, otie liaud 
^ . to the other, as in F 

" Fio. 1^ 1^- I*" yo" ■«'■' 

the tree-boiifflis in a 
jwiinlinfrof ^Viljioiis. vfin ivill see this structure, niiil iicnrlycTt 
utlicr thiit is to Im nviiiilcd, iu tlieir intcnsest ty-jjes. roii i> 
jjso iinticc tlml AVilson never eonceives n tree nn n round ruai 
lint lilt, wti if it Imd Inen pressed and dried. Most people. 
di-awiiij,' pines, seem to fiinev, in the 
niiiie out only on two sides of 
the trunk, instead of all round 
it;iilttiiyH, therefore, tako more 
pains ill irjinj,' to draw the 
l-ou-^hs of trees timt ftn>w Ui- 
ti-arth you. than Ihow that <io 
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of the action of tli^ lower bougbs in cedars nnd such other 
spreading trees. 

Fig. 20. will give you a good idea of tho Himplest way in 



.-O^-"^'-^ 




whicli these ami other such facts can he rapidly espretnaed ; if 
you copy it carefully, you will be surpnaed to find how the 
touches all group together, in expressing the plumy toss of the 
tree branches, and the springing of the bushes out of the bank. 
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and tlie undulation of the ground : note tbe careful drawing of 
the footsteps made by the climbers of the little moiind on tbe 
left.* It is facsimiled from an etching of Turner's, and is as 
good an example as you can haye of the use of pure and firm 
lines ; it will also show you how the particular action in foli- 
age, or anything else to which you wish to direct attention, 
may be intensified by the adjuncts. The tall and upright trees 
are made to look more tall and upright still, because their hne 
is continued below by the figure of the farmer with his stick ; 
and the rounded bushes on the bank are made to look more 
rounded because their line is continued in one broad sweep 
by the black dog and the boy climbing the wall These fig- 
ures are placed entirely with this object, as wo shall see more 
fully hereafter when we come to talk about composition ; but, 
if you please, we will not talk about that yet awhile. What I 
have been telling you about the beautiful Hnes and action of 
foliage has nothing to do with composition, but only with fact, 
and the brief and expressive representation of fact. But there 
will be no harm in your looking forward, if you like to do so, 
to the account, in Letter HL of the " Law of Radiation," and 
reading what it said there about tree growth : indeed it would 
in some respects have been better to have said it here than 
there, only it would have broken up the account of the princi- 
ples of comi)osition somewhat awkwardly. 

Now, although the lines indicative of action are not alwajs 
quite so manifest in other things as in trees, a little attention 
will soon enable you to see that there are such lines in ev- 
eiy tiling. In an old house roof, a bad observer and bad 
draughtsman will only see and draw the spotty irregularity of 
tiles or slates all over ; but a good draughtsman will see all the 
bends of the under timbers, where they are weakest and the 
weight is telling on them most, and the tracks of the run of the 
water in time of rain, where it runs off fastest, and where it 
lies long and feeds the moss ; and he will be careful, however 
few slates lie draws, to mark the way they bend together to- 
wards those hollows (which have the future fate of the roof in 
them), and crowd gradually to^ifether at the top of the gable, 

* It is meant, I believe, for '^Salt Hill" 
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purtly (liminishing in perspective, partly, perhaps, diminished 
im purpose (they si-e so in most English old houses) by the 
nlate-layer. So in ground, there isolways the directiou of the 
run of the water to be noticed, which rounds the earth aud ruta 
it into hollows ; and, generally, in any bank, or height worth 
drawing, a trace of bedded or other intema! stnicture besides. 
The figure 20. will give you some idea of the way in which 
Buch facts may be expressed by a few lines. Do you not feel 
the depression in the ground all down the bill where the foot- 
steps are, and how the people always turn to the left at the 
top, losing breath a little, and then how the water runs down 
in that other hollow towards the valley, behind the roots of 
the trees ? 

Now, I want you in your first sketches from nature to aim 
esclusively at understanding and representing these vital facts 
of form ; using the pen — not now the steel, but the quill — 
firmly and steadily, never scrawling with it, but saying to your- 
self before you lay on a single touch, — " Tlial leaf is the main 
one, thai bough is the guiding one, and this touch, si> long, ko 
brood, means that part of it," — point or side or knot, as the 
case may be. Resolve always, as you look at the thing, what 
you will take, and what miss of it, and never let your hand run 
away with you, or get into any habit or method of touch. U 
you want a continuous line, your hand Bhould pass calmly from 
one end of it to the other, without n tremor; if j-ou want a 
shaking and broken line, your hand should shake, or break off, 
as easily as a musician's finger shakes or stops on a note : only 
remember this, that there is no general way of doing aiiij thing ; 
no recipe can be given you for so much as the dmwing of a 
cluster of grass. The grass may be ragged and stiff, or tender 
and flowing ; sunburnt and sheep-bitten, or rank and languid ; 
fresh or diy ; lustrous or dull : look at it, and try to draw it 
as it is, and don't think how somebody "told you to iJo grass," 
So a stone mny be round and angular, pohshed or rough, 
cracked all over like an ill-glazed teacup, or as united and 
broad as the breast of Hercules. It may be as flaky as a wafer, 
as powdery as a field puff-ball ; it may be knotted Hke a ship's 
hawser, or kneaded like hammered iron, or knit like a Damas- 
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cus sabre, or f uaeJ like a gloas bottle, or CTyBtoUised like & 
frost, or veiued like u forest leaf : look at it, and don't '- 
remember how nnvbody told you to " do s stone." 

As BOon as you tiud that yoiir hand obeys yoii thoroi: 
Bud that you can render any form with a firmness and 
approncbiug that of Turner's and Durer's work,* you mm 
a simple but equally careful light And shade to your pen i 
iug. BO as to make each study as complete as posstbls 
wliich you must prepare yourself tliua Get, if you bai 
tneoDS, a good impression of one plate of Turner's Libe^r f 
ofum ; if possible, one of the subjects named in tiie note be 
* 1 do not mean that you c*u approach Turner or Durer in 
Blrttngtli, that is to HA7, in their iraaginatioa or power of drsigo. 
you ma; spproaoL Iliem. by perseTe7uiti«, in truth of mknaei. 
\ The foUowlnp are the most decirsblt plates : 

Pembury HiU. 

Little DuTil's Bridge. 

Riv«r Wye (iiol Wye &ad Severni 

Ho!y IsUud. 

Clyde. 

LauffeDbonrg. 

Blair AthoL 

Alps from OrenobI«. 

Baglatk. (Subject with qnirf 1 
i> tlie right.i 



en, and castle a 



Grande Chart ri'ui 

Mmem and Heepdrie. 

Cephalaa and Procris. 

Source of Arr«roQ. 

Ben Arthur. 

Wattirmill. 

Hiadliuad Hill. 

Hedging and Ditching. 

Dumblane Abbey, 

Uorpeth 

Calais I'ier. 

It yoa cannot get one of these, any of the others will be B«<rric9 
except only the twelve following, which are quits UBittess : — 

I . Scene in Italy, witli goats on a walled road, and trees abora 

2 Interior of olinrob. 

:l. Soenu with bridge, and trees above ; flgures on left, one pisi 
pipe. 

4. Scene with figure playing on tambourine. 

5. Scene on Tliameriwith high trees, and a square tower of a el 
seen llirou^li thent. 

a. Fidli Playue of Egypt. 
1. Tenth Plague of Egypt 
8. RivBuli Abbey. 
0. Wye and Severn, 

10. Scene witli oaalle iu centre, cows under tree* on the l«ft. 

11. Marlello TowhTS. 

12. Cairo. 

It is very unlikely that jou sliuuld meet with one of the origiual 
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If you cnnnot obtaiii, or even borrow for a. little wbile, any of 
these engravingB, you must tiee a photDgraph instead (liow, 
I will tell you presently) ; but, if you can get the Turner, 
it will be best. You will see that it is composed of a firm 
ctchiug in line, mth mezzotint shadow laid over it. ¥oumust 
first copy the etched part of it accurately ; to which end put 
the print against the window, and trace slowly with the grenl- 
osl care every black line ; retrace this on smooth drawing- 
paper ; and, finally, go over the whole with your pen, looking 
at the original plate always, so that if you err at all, it may 
be on the right aide, not making a line which is too curved 
or too straight already in the tracing, more curved or more 
straight, as you go over it And in doing this, never work 
after j"ou are tired, nor to "' get the thing done," for if it is 
badly done, it will be of no use to you. The true zeal and 
patience of a quarter of an hour are better tlian the sulky aud 
inattentive labour of a whole day. If you have not made the 
touches right at the first going over with the pen, retouch 
them delicately, with little ink in your jjen, thickening or rein- 

ings : if yoQ shonlrl, it will be ii drawing- moBler in itself alone, for it ia 
not only equiTsleiit to a pen-uad-ink drawing bj Turner, but to a very 
careful one : onlj- observe, the Source of Arveron, lUfilda, and Dum- 
bbuie were not etched by Turner ; and the etchings of thone three are 
not good tor sep&rate Btudj, though it la deeplj' IntereBting to see hoir 
Turner, apparantlj provoked at the failure of the beginnings in the 
Arveron and Roglau, took the plates up himself, and either conquered 
or brought into use the bad etching l)j his marvellous engraving. Tlie 
Durablaoe was, however, well etched by Mr. Lupton, and beautifully 
engraved by him. The finest Turner etching Is of an aqueduct with a 
stork standing in a mountain stream, not in the published scries ; and 
next to it, ore the unpublished etchings of the Via MoU and Crowhurst. 
Tnmer seemato have been bo fond o( these plates that he kept retouch- 
ing and flnishiug them, and never mode up his mind to let them go. 
The Via Mala is certainly, in the state in which Tamer left it, the finest 
of the whole series ; its etching is, as I said, the best after that of the 
aqnedact Figure 20., above, is port of another fine unpublished etch- 
ing, "Windsor, from Salt Hill." Of the published ettihings, the EneW 
are the Bun Arthur, jSascus, Cephalus, and Stone Pines, with the Girl 
washing at a Cistern ; the three latter are tht- more generally instructive. 
Hindhead Bill, Isis, Jason, aud Morpeth, are also very desirable. 
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forcing them aa they oeed : you cannot give too much raretc 
ILe focsimilfl. Then keep tliis etched outline by yoa, in order 
to study at your ease the ■ftny in which Turner uses 1 
OS preparatory for the BiibBtciuent ahadow ; * it is only in get- 
ting the two separate that joit will be able to reason on this. 
Nest, copy once more, thoagli for the fourth time, any paRn! 
this etching which you like, and put on the light and shade 
with the bruah, and any brown colour that matches that of tie 
plat* ;f working it with the jmint of the brush as delicatelv r& 
ifyoaweredrawingwithpencil, and dotting nod cross-hatching 
as lightly as you can touch the p(i|)er, till you get the grada- 
tions of Turner's engraving. In tliia exercise, as iu the former 
one, a quarter of an inch worked to close resemblance of the 
«^y is worth more than the whole Bubject carelessly done, 
Not that in drawing afternarda from natui-e, you ai-o to 1« 
obliged to finish every grailation in this way, but that, ouce 
having fully accomplished the drawing eameihing rightly, too 
will thenceforward feel and aim at a higher perfection than Von 
could otherwise have conceited, and the brush wiU obey vuu, 
and bring out quickly and clearly the loveliest results, with a 
snbmissiveneBS which it would have wholly refused if you hail 
not put it to severest work. Nothing is more stratige in art 
than the way that chance and materials seem to favour rou, 
when once you have thoroughly conquered thetn. Make your- 
self quite independent of chance, get your result in spite of it, 
and from that day forward all things will somehow fall as vou 
would have them. Show the caniel's-liair, ami the colour in 
it, that no bending nor blotting are of any use to escape j'our 
will ; that the touch and the shade sholl finally- be right, if it 
cost vou a year's toil ; and from that hour of corrective convic- 
tion, said camel's-hair will bend itself to all your wishes, and no 
blot will dare to transgress its appointed border. If j-ou cnn- 
iiot obtain a print from the Liber Studiorum, get n photo- 

•Tou will And mortt notice o( this point iit the ftccount of Hardiua'i 
Iree-d rawing, a little fnrllirr on. 

\ The impressions vary bu much iu colour that no brown Mm be Ep«ct- 
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graph * of BOTnegeneml landscape subject, with high hills and a 
villitge, or picturesque town, in the middle distance, and some 
cnlni water of varied character (a stream with stones in it, if 
possible), and copy any part of it you like, in this same brown 
colour, working, an I have just directed you to do from the 
Liber, a great deal with the point of the brusli. You are un- 
der a twofold disadvantage here, howeyer ; first, there are 
portions in every photograph too delicately done for you at 
present to be at all able to copy ; and secondly, there arc por- 
tions always more obscure or dark than there would be in the 
real scene, and involved in a mystery which you wUl not be 
able, as yet, to decipher. Both these characters will lie advan- 
tageous to you for future study, after you havo gained expe- 
rience, but they are a little against yoa in early attempts at 
tinting ; still you must fight through the difficulty, and get 
the power of producing delicate gradations with brown or 
grey, like those of the photograph. 

Now observe ; the perfection of work would be tinted shad- 
ow, like photography, u-ithout any obscurity or exaggerated 
darkness ; and as long as your effect depends in anywise on 
visible lines, your art is not perfect, though it may be first-rate 
of its kind. But to get complete results iu tints merely, re- 
quires both long time and consummate skill ; and you will find 
that a few well-put pen lines, with a tint dashed over or under 
them, get more expression of facts than you could reach in any 
other way, by the same expenditure of time. The use of the 
Liber Studioium print to you is chiefly as an example of the 
simplest shorthand of this kind, a shorthand which is yet capa- 
ble of dealing with the most subtle natural effects ; for the 
firm etching gets at the expression of complicated details, us 
leaves, masonry, textures of ground, &c., while the overlaid tint 
enables you to express the most tender distances of sky, and 
forms of playing hght, mist or cloud. Most of the best draw- 
ings by the old masters are executed on this principle, the 
touches of the pen being useful also to give a look of trans- 
parency to shadows, which could not otherwise be attained 

" You had better get aiicli a photogr«pli, even if yuu have a Liber 
print aa well. 
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but by great finish of tinting ; and if you have accras to any 
ordinarily grwad public gallery, or can make friends of any 
priutsellers who Lave foHos of old drawinge, or facsimiles of 
them, you will not be at a loss to lind some example of tliia 
unity of pen with tinting. Multitudes of pbotograpTis also 
are now biken &om the best drawings by the old masters, and 
I hope tbat our Mechanics' Institutes, and other societies 
organized with a riew to public instruction, will not fail to 
possess themselves of examples of these, and to make tliem 
accessible to students of drawing in the vicinity ; a single print 
from Turner's Liber, to show the unison of tint with pen 
etching, and the "St. Catherine," lately photographed by 
Thurston Thompson, from Raphael's drawing in the Louvre, 
to show the unity of the soft tinting of the stump with chalk, 
would be all that is necessary, and woidd, I beheve, be in 
mauy cases more ser^-iceable than a larger collection, and 
certainly than a whole gallery of second-rate prints. Two 
such examples are peculiarly desirable, because all other 
modes of drawing, with pen separately, or chalk separately, or 
colour separately, may be seen by the poorest student in any 
cheap illustrated book, or in shop windows. But this unity 
of tinting with line he cannot generally see but by a 
pecial enquiry, and in some out of the way places he could 
not find a single example of it Supposing tliat this should 
be so in your own case, and that you cannot meet «ith any 
example of this kind, tiy to make the matter out alone, 
thus: 

Take a small and simple photograph ; allow yourself half an 
hour to express its subject* with the pen only, using some per- 
manent U<iuid colour instead of ink, outlining its buildings or 
trees firmly, and laying in the deeper shadows, as you have 
been accustomed to do in your bolder pen drawings ; then, 
when this etching is diy, take your sepia or grey, and tint it 
over, getting now the finer gradations of the photograph ; and 
finally, taking out the higher lights ivith penknife or blot- 
ting-paper. You will soon find what can be done in this way ; 
and by a series of experiments you may nacerlaii] for yourself 
bow far the pen may be made serviceable to reinforce shadows, 
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mark chantcters of texture, outline unintelligible masses, an<l 
BO on. The more time you have, the more delicate you may 
m&ke the pen drawing, blending it with the tint ; the less you 
have, the more distinct j-ou must keep the two. Practice in 
this way from one photograph, allowing yourself sometimeB 
only n quarter of au hour for the whole thing, sometimes an 
hour, sometimes two or three hours ; in each case drawing the 
whole subject in full depth of light and shade, but witli such 
degree of finish in the parts as is possible in the given time. 
And this exercise, observe, you will do well to repeat fre- 
quently whether you can get prints and drawings as well aa 
photographs, or not. 

And now at last, when you can copy a piece of Liber Stu- 
dionuu, or its photographic substitute, faithfully, you Lave 
the complete means in your power of working from nature on 
all subjects that interest you, which you should do in four dif- 
ferent ways. 

First, When you have full time, aud your subject- is one 
that will stay quiet for you, make perfect hght and shade 
studies, or aa nearly perfect as yon can, with grey or brown 
colour of any kind, reinforced and defined with the pen. 

Secondly. When your time is short, or the subject is so rich 
in detail that you feel you cannot complete it intelligibly in 
light and shade, moke a hasty study of the effect, and give the 
rest of the time to a Dureresque expression of the details. If 
the subject seems to you interesting, and there ore points 
about it which you cannot understand, try to get five spare 
minutes to go close up to it, and make a nearer memorandum : 
not that you are ever to bring the details of this nearer sketch 
into the farther one, but that you may thus perfect your ex- 
perience of the aspect of things, and know that such and such 
a look of a tower or cottage at five hundred yards off means 
thai sort of tower or cottage near ; while, also, this nearer 
sketch *vill be useful to prevent any future misinterpretation 
of your own work. If you have time, however far your light 
and shade study in the distance may have been carried, it is al- 
ways well, for these reasons, to make also your Dureresque 
and your near memoranda ; for if your light aud shade draw- 
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ing be good, much of the iDWesting detail must be lost : 
or (lisguised. 

Your hikstv atudj of effect mav be made most ««isilv 
quickly witli a soft peDoil, daahed over when ilone with 
tolembly deep tone of grey, wbicb will fix the pencxL H 
this fixing colour is wet, lake out the hifj}ier lights witi 
dry brush ; and. wbeu it is quite dry, scratch out the hi; 
lights M-itb tlie penknife. Five minutes, carefully npiilifiii 
do much by these means. Of course the pnper is to be n 
1 do not like etudiea on grey paper so well ; for roo eai 
more gradatioH by the taking off your wet tint, aud layil 
im cunningly a httle darker here and there, tlutn yoa am 
body-colour white, unless you are oonsiimiuately A. 
There is no objection to your making your I>iirercsqae n 
oranda on grey or yellow [Miper, and toucluiig or reKit 
them with white ; only, do not depend much on vour i 
touches, nor make the sketch for their sake. 

Thirdly. When you have neither time for careful study 
for Dureresqiie detail, sketch the outline with pencil, 
dash in the sliadows with the brush boldly, trying to o 
much as you possibly can at once, and to get a habit of b 
ditton and decision ; laying more colour again aiid again 
the tinte as they dry, using every expedient ■which your j 
tice has suggested to you of carri-ing out your chiaroscui 
the manageable and moist material, taking the colour 
here with the diy brush, scratcliing out lights in it there ■ 
tlie wooden handle of the brush, rubbing it in with your 
ffers, drying it off wiih your sponge, &c. Then, when 
colour is in, tiike your pen and mark the outline chiunc 
vigorously, in the manner of the Iiiber StudJorum. This 1 
of study is very convenient for cariying away pieces of el 
which depend not bo much on refinement as on complei 
strange shapes of involved shadows, sudden effects of afcy, i 
and it is most useful as a safeguard against any too servih 
Blow habits which the minute copying may indiice in you ; 
although the endeavour to obtain velocity merely for veloci 
sake, and dash for display's sake, is as baneful as it is desp 
ble ; there are a velocity and a dash which not only nre c< 
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patible with perfect ilrawing, but obtain certnin results wbicli 
cnnuot be bail otherwiBe. And it is perfectly safe for you to 
stinly occftsionally for speed and decision, wliile jour contin- 
ual course of practice is such oa to ensure yonr retaining an 
accurate judgment and a tender touch. Speed, under sucli 
circumstances, is rather fatiguing than tempting ; and you 
will find yourself always beguiled rather into elaboration than 
negligence. 

Fourthly. You will find it of great use, whatever kind of 
landscape scenery you are passing through, to get into the 
habit of ranking memoranda of the shapes of shadowa Tou 
will find that many objects of no essential interest in them- 




selves, and neither deserving a finished study, nor a Durer- 
esque one, may yet become of singular value in consequence 
of the fantastic shapes of their shadows ; for it happens often, 
in distant effect, that the shadow is by much a more important 
element than the substance. Thus, in the Alpine bridge. 
Fig. 21., seen within a few yards of it, as in the figure, the 
arrangement of timbers io which the shadows ai-e owing is 
perceptible ; but at half a mile's distance, in bright sunlight, 
the timbers would not be seen ; and a good painter's expres- 
sion of the bridge would be merely the large spot, and the 
crossed bars, of pure grey ; whoUy without iudication of their 
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cause, as in Fig. 22. a ; and if wa b&w it at still greate 
tniices, it wouM appear, as in Fig. 22. b imd c, dlminieL 
last to a strange, unintelligible, spider-like spot of gr 
the light hill-aiJo. A perfectly great painter, tkrougbo 
ilistancea, contiuunllj reduces liia o 
— tS these ehadow abstrarta ; aodtlwf 
^ -J. lar, and to many persons nnncooan 
effect of the confused touches in Tu 
distances, is owing cLieflv to tliis thoi 
accuracy niid intense meamiig ol 
shadow abstracts. 

Studies of this kind nre easily 

^ ^^ ivhen you are in liaste, with an F. oi 

b ^kj^ji^ pencil : it requires some hardness o 

*^ jjoint to euaure your drawing delii 

enough when tie forms of the slisdon 

very subtle ; they are sure to be so s 

where, and are generally so everyw 

The pencil is indeed a rery preciou 

C ^0 strument after you are master of the 

' and brush, for the pencil, cuuningly i 

is both, and will draw a liue with the 

cision of the one and the gradation of the other ; neverthi 

it is so unsatisfactory to see tSie sharp touches, on whid 

best of ihe detail depends, getting giiwlually deadened bv i 

or to find the places where force was ivnnted look shiny, 

like a fire-grate, that I should recommend rather the st 

use of the pen, or brush, and colour, whenever time admi 

it; keeping only a small memorandum -book in the br 

pocket, with its well-cut, sheathed pencil, ready for note 

passiiig oiiportunities : but never being without this. 

Thus much, then, respecting the nmnner in which -^ow 
at first to draw from nature. But it may perhaps be aer 
able to you, if I also note one or two points respecting 
cAoi'cH of subjects for study, and the beat special niethot 
treating some of them ; for one of by no means the least 
ficultiea which you have at first to encounter is a peculja 
stinct, commou, as far as I have noticed, to all beginner 
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fix on es&ctlj the most unmanageable feature in the given 
scene. There are many things in everj' landscape wliich can 
be drawn, if at all, only by the most accomplished artists ; iiu<l 
I have noticed that it is nearly always these which a beginner 
will dash at ; or, if not these, it will be something which, 
though pleasing to him in itself, is unfit for a picture, and in 
which, when he has drawn it, he will have little pleasure. As 
some slight protection against this evil genins of beginners, 
the following general waiTiinga may be useful : 

L Do not draw things that you love, on account of their 
associations ; or at least do not draw them because you love 
them ; but merely when you cauuot get anything else to draw. 
If you try to draw places that you love, you are sure to be al- 
waj^ entangled amongst neat brick walls, iron railings, gravel 
walks, greenhouaes, and quickset hedges ; beaides that you 
will be continimlly led into some endeavour to make your 
drawing pretty, or complete, which will bo fatal to your prog- 
ress. You need never hope to get on, if you are the least 
anxious tliat the drawing you are actually at work upon 
should look nice when it is done. All you have to care about 
is to make it right, and to learn as mucli in doing it as possi- 
ble. So then, though when you are sitting in your frieud's 
parlour, or in your own, and have nothing else to do, you may 
draw any thing that is there, for practice ; even the fire-irons 
or the pattern on the carpet : be sure that it is for practice, and 
not because it is a beloved carpet, nor a friendly poker and 
tongs, nor because/you wish to please your friend by drawing 
her room. 

Also, never make presents of your drawings. Of course I 
am addressing yon as a brginner — a time may come when 
your work will be precious to evciybody ; but be resolute not 
to give it away till you know that it is worth something (aa 
Boon as it is worth anything you will know that it is so). If 
any one asks you tor a present of a drawing, send them a 
couple of cakes of colour and a piece of Bristol board : those 
materials are, for the present, of more value in that fonu than 
if you had spread the one over the other. 

The main reason for this rule is, however, that its obserr- 
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iiiict) will much protect you from tbe ^rvat duiijrer of ir 
make your ilrawiugs pretty. 

2. Xtver, by choice, draw anythiog polished ; t-sj*! 
i-otiiplicntc-d ill fonii. Avoid ull brass rods aud curtd 
iiic'iitH, diaudeliors, plate, glaea, tanX fiiie steel. A : 
kiioli of a piece of ftiriiitiii-G does not luntter if it cii 
yiiiir wiiy ; hut do not fret yourself if it will not lool 
uiid clioose only things that do not shine. 

'A. Avoid ull very iioat things. They are exceeding' 
cult to dn»w, and viry ugly wheu drawQ. Choose 
worn, imd cluuisy-Ioi iking tilings as mueb us ixibsililc ; 
stiiiK'c, you Ciuiiiot hiive a more difficult or iimlitltST 
llum II iii-wly-jmintcil Tlniincs wherry, nor n bfttcr stui 
iiii iild cnipty <oid-b;irgc, lying ashore at low-tiilo : in •. 
tvi-iything tiiat yon think very ugly will be good (or 

4. Avoid, as niuch as po«(iblp, studies iu wbicb oni 
is wen Ihroii'jh another. You will coustautly find a tl 
siiitidiiig Ixfore yimr chosen cottage, or betweon you : 
luiti of llic river; its near bmncheii all entangled w 
distiinci'. It is intensely difficult to i-eprcsftit thij 
lliiiii;,'li. wlnii 111!' trei' in there, you must not iiiiri;,qrini 
it .I..U11. l.ut .1.. it iis well iis yi.i'i ean. Vet ahvny^ uZk f, 
ji>-rs lli:<i i-.U into delinile iinissi's. not into lu-twui-k : I 
iMlli.T f.ira c-..tl;i-;i- with a -liirk tree (->/'/,• it. iluiii i 
withi. Ihiii livi. ill froutof it ; rather f..f a mass .,f m..... 
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pareil for very diacomfortable failure ; wbich, nevertheless, 
will not be without some wholesome result. 

As, however, I have told you what most definitely to avoid, 
I may, perhaps, help you a little by aaying what to seek. In 
general, all Ixmks are beautiful things, and will rewiu-d work 
better thou large landscapes. If you live in a lowland couii- 
tiy, you must look for places where the gronnd is broken to 
the river's edges, with decayed posts, or roots of trees ; or, if 
by great good luck there should be such things within youi* 
reach, for remnauta of stone quays or steps, mossy mUl-Jnms, 
Ac, Nearly every other mile of road in chalk country will 
present beautiful bits of broken bank at its sides ; better iu 
form and colour than high chalk cliffa In woods, one or two 
trunks, with the flowery ground below, are at once the richest 
and easiest kind of study : a not very thick trunk, aay nine 
inches or a foot in diameter, with ivy ruimiug up it sparingly, 
is an easy, and always a rewarding subject. 

Large nests of buildings in the middle distance are always 
beautiful, when di'awn carefully, provided they are not modern 
rows of 2>attem cottages, or villas with Ionic and Doric por- 
ticos. Any old English village, or cluster of farm-houses, 
drawn with all iU ins and outs, and haystacks, and palings, 
is sure to be lovely ; much more a Fi-enchone. French land- 
scape is generally as much superior to Kuglish as Swiss land- 
scape is to French ; in some respects, the French is incom- 
parable. Such scenes as that ovenue on the Seine, which I 
have recommended you to buy the engraving of, admit no 
rivalship in their expression of graceful rusticity and cheerful 
peace, ami in the beauty of component lines. 

In drawing villages, take great pains with the gardens ; a 
rustic garden is in every way beautiful. If you have time, 
draw all the rows of cabbages, and hollyhocks, and broken 
fences, and wandering eglantines, and bossy roses : you can- 
not have better practice, nor be kept by anything in purer 
thoughts. 

Make iutimat« friends of all the brooks in your neighbour- 
hood, and study them ripple by ripple. 

Village churches in England are not often good subjects ; 
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there is a peculiar meanness about most of them, And avrk- 
warduess of line. Old mauor-houses are often pretty. Ruins 
are usually, with ua, too prim, and cathedrals too orderly. I 
do not tliink there ia a single cathedral iu England irom 
which it is possible to obtain oni' subject for an impreaaive 
dramng. Thei-e is always some discordant civility, or jarring 
vergerism about thetn. 

If you live in a mountain or hill country, your only danger 
is redundance of subject. Be resolved, in the first pla<;e, to 
draw a piece of rounded rock, with its variegated licheus, 
quite rightly, getting its complete roundings, and all the pat- 
terns of the lichen in true local colour. Till you can do tiua, 
it is of no use your thinking of sketching among hills ; but 
when once you have done this, the forms of distant hills will 
be comparatively easy. 

\^'heii you have practised for a little time from such of these 
subjects as uiay be accessible to you, you will certainly find 
difficulties arising which will make you wiali more than ever 
foi" a master's help ; these difficulties will vary according to 
the character of your own mind (one question occuniug to 
one peraon, and one to another), so that it is impossible to 
anticipate them all ; and it would make this too large a book 
if 1 auswei'ed all that I can anticipute ; you must be content to 
work on, In good hope that natnre will, in her own time, in- 
terpret to you much for herself ; that farther experience on 
your own part will moke some difficulties disappear ; and that 
others will be removed by the occasional observation of such 
artists' work as may come in your way. Nevertheless, I will 
not close this letter without a few general remarks, such as 
may be useful to you after you are somewhat ad^-anced in 
power ; and these remarks may, I think, be conveniently ar- 
ranged under three heads, having reference to the drawing of 
vegetation, water, and skiea 

And, fii-st, of vegetation. You may think, perhaps, we have 
said enough about trees already ; yet if you have done as you 
were bid, and tried to draw them frequently enough, and 
carefully enough, you will be ready by this time to hear a 
little more of them. You will also recollect that we left our 
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gueatioD, respecting tlie mode of espreRsing iotricnoj of leaf- 
age, partly unsettled in the first letter. I left it so because I 
Tranted you to leai-u the real structure of leaves, by drawing 
them for youi-self, before I troubled you with the moat subtle 
considerations as to method in drawing them. And by this 
time, I imagine, you must have found out two principal things, 
universal facts, about leaves ; namely, that they always, in 
the main tendencies of their lines, indicate a beautiful diver- 
gence of growth, according to the law of radiation, already 
referred to ;* and t)je seconil, that this divergence is never 
formal, but carried out with endless variety of individual line. 
I must now preaa both these foct^ on your attention a tittle 
farther. 

You may perhaps have been surprised that I have not yet 
spoken of the works of J. D. Harding, especially if you happen 
to have met with the passages referring to them in " Modem 
Painters," in which they are liighly praised. They are deserv- 
edly praised, for they are the only works by a modern 
draughtsman which express in any wise the energy of trees, 
and the laws of growth, of which we have been speaking. 
There are no lithographic sketches which, for truth of general 
character, obtained with httle cost of time, at all rival Hard- 
ing's. Colame, Robert, and the other lithographic landscape 
sketchers are altogether inferior in power, tiiough sometimes 
a httle deeper in meaning. But you must not take even 
Harding for a model, though you may use his worts for occa- 
sional reference; and if you canaffoi-dto buy his "Lessons on 
Trees," | it will be serviceable to you in various ways, and will 
at present help me to explain the point under consideration. 
And it is well that I should illustrate this point by reference 
to Harding's works, because their great influence on young 
students renders it desirable that their real character should 
be thoi-oughly imderstood. 

• See the closing letter in this volume. 

f Bojfue, Fleet StreeL If jrou are not acquainted with Harding's 
works (an anlikelj BappOBitiou, conaiderlag (heir popularity!, and i;an- 
not meet with the one in queEtion, tlie dlagrama given here will enable 
jou to uadurstaiid all that xs ueeilCul for our purposeii. 
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Ton will find, first, in the lit]«-pngc of the " He^sci 

Trees," & pretty woodcnt, in wliicb the troe stems ue 

witli great truth, and in a rery inUrestiog armn^r^'mont ol 

PLtt« 1. is not quitta worttyof Sir. Harding, toudiug toe 

to make bis pupil, at etnrtiug, tliink eTerrtliiug depex 

block (lota; still the luaiii lines are good, and Terf c 

teristic of tree grovrth. Then, in Plate 2., we comfl 1 

point at iaeue. The first examples in tlint plat« are p 

the pupil that he may practise from tliem till hia lum 

into the liabit of arranging lines freely in a similar mi 

and they are stated by Mr. Harding to be universal in 

cation ; " all outlines expressive of foliage," he says, " a 

modifications of them." They consist of groups of 

more or less resembling om* Fig. 23. ; and the cltaiscti 

pecifllly insisted upon are, that 

^_^^~^~-^^ "tend at their inner enda to aco; 

^^^ /, centre ;" that "their ends terrain 

^^5^^^ ^ V \?^^ enclosed by] ovoid cunts ; 

Z^ ^ that ''tlie outer ends are laosi 

phatic." 

Now, as thus expressive of the great laws of radiatioi 
enclosure, the main principle of this method of exec 
confirms, iu a very iiiterestiiig way, our conclusions rti 
ing foliage compositioii. The reason of the last rule, tk 
outer end of the line is to be most emphatic, does not ii 
at first appear ; for the line at one end of a natural leaf i 
more emphatic than the line at the other : but ultimate 
Harding's method, this darker part of the touch stands 
or less for the nbade at the outer extremity of the leaf ii 
and, as Harding uses these touches, they espi-esta as mu. 
tree character as any mere habit of touch ca/i express. 
unfortunately, there is another law of tree growth, quil 
fixed as the law of radiation, Avhich this and all other coi 
tioual modes of execution wholly lose sight of. This sei 
law is, that the radiating tendency shiill be carried out 
as a ruling spirit in reconcilement with perpetual indivi 
caprice on the part of the sepai-ate leaves. So that the 
ment a touch is tooootouou^ it must be also false, the lit 
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of the leaf individually being juBt as essenlinl a tmtli, ub ita 
unity of growth with its companions in the radiating group. 

It does not matter how ani.-Ul or apparently symmetiical the 
cluster may be, nor h L ague, You can hardly 

have a more formal o 
than h in Fig. 9. p. 27fa 
nor a less formal o 
than tluB shoot of Span 
iah chestnut, shedding j 
its leaves, Fig, 24 ; but 
in eitlier of them, even 
the general reader, un- 
practised in any of the I 
previonsly recommend- 
ed exercises, must see I 
that there are wandering ' 
lines mixed with the ^"*- *'■ 

radiating ones, and radiating lines with the wild ones : and 
if he takes the pen and tries to copy either of these ex- 
amples, he tstU find that neither play of hand to left nor to 
right, neither a free touch nor a firm touch, nor any leamable 
or describablo touch whatsoever, ivill enable him to produce, 
currently, a resemblance of it ; but that he must either draw 
it slowly, or give it up. And (which makes the matter worse 
still) though gathering the bough, and putting it close to you, 
or seeing a piece of near foliage against the sky, you may 
draw the entire outline of the leaves, yet if the spray has hgbt 
upon it, and is ever so httle a way off, you will miss, as we 
hove seen, a point of a leaf here, and an edge there ; some of 
the surfaces will be confused by glitter, and some spotted 
■with shade ; and if you look carefully through this confusion 
for the edges or dark stems which you really can sue, and put 
only those down, the result will be neither like Fig. 9. nor 
Fig. 24., but such an inteirupted anJ puzzling piece of work 
as Fig. 25* 

■ I draw tliiB figure [a yoong shoot of onk) in oatline only, it being 
impdsaible to express the reflnemenCa of abode in distant foliajjo in u 
woodcuL 
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Now, it is in the perfect arknowledgment anj €x] 
of these Oirve laws that all good drawing of lanilscape t 
There is, first, tbe organic unitj-; the hiw, wfaetlierof n 
or parallelisni, or concurreiit actioD, which mlee them 
lierbs aud trec-s. of rocks, and clouds, and waves : aecOD 
iudinduid liberty of the members subjecletl to these 
unity ; and, lastly, the mysterj- under which the seponi 
ncter of each is more or les3 concealed. 

I Bay, first, there must be observance of tho ruling 
law. This is the first distinction between good artists t 
artists. Your common sketcher or bad painter puts M 
on the trees as if they were moss tied to Bticks ; he can 
the lines of action or growth ; he scatt^s the shapeless 
over his sky, not perceiving the sweeps of associated 




which the real clouds are foUotting as they fly ; and he 
his mountain side into rugged fragments, wholly uncoi 
of the hues of force with which the real rocks have rii 
of the lines of couch in which they repose. On the coi 
it is tho main deUght of the great draughtsman to trace 
iaws of government ; and his tendency to error is alw 
the exaggeration of their authority leather than in its de 
Secomlly, I say, we have to show the individual chs 
and liberty of the separate leaves, clouds, or rocks. Ani3 
in the great masters separate tbemselveB finally froi 
inferior ones ; for if the men of inferior genius ever e: 
law at all, it is by the sacrifice of individuality. Thus, 
tor Rosa has great pei-ceptiou of the sweep of foliag 
rolling of clouds, but never draws a single leaflet ui 
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■wreath aceumtely. Similarly, Gainsborough, in his landscape, 
has great feeling for inaaaes of form and harmony of colour ; 
but in the detail gives noUiiug but meaningless touches ; not 
even so much as the species of tree, much less the variety of 
its leafage, being e^er discemable. Now, although both these 
expressions of government and individuality are essential to 
masterly work, the individuality ia the more essential, and the 
more difficult of attainment ; and, therefore, th»t attainment 
separates the great masters ^lui/fy from the inferior ones. It 
is the more essential, because, in the&e matters of beautiful 
arrangement in visible things, the same rules hold that hold 
in moral things. It is a lamentable nnd unnatural thing to 
see a uumbei- of men subject to no government, actuated by 
no ruling principle, and associated by no common affection : 
but it would be a more lamentable thing still, were it possible 
to see a number of men so oppressed into assimilation as to 
have no more any individual hope or character, no difierencea 
in aim, no diasimilaiities of passion, no irregularities of judg- 
ment ; a society in which no man could help another, sinre 
none woiild be feebler than himself ; bo man admire another, 
since none would be stranger than himself ; no man be grateful 
to another, since by none he could be I'clieved ; no man rever- 
ence another, since by none he could be instmcted ; a society 
in which every soul would be as the syllable of a stammerer 
instead of the word of a speaker, in which every man would 
walk as in a frightful dream, seeing spectres of himself, in 
everlasting multiplication, ghding helplessly around him in a 
speechless darkness. Therefore it is that perpetual differ- 
ence, play, and change in groups of form are more essential 
to them even than their being subdueil by some great gather- 
ing law : the law is needful to them for their perfection and 
their power, but the difference is needful to them for their life. 
And here it may be noted in passing, that if you enjoy the 
pursuit of analogies and types, and have any ingenuity ol 
judgment in discerning them, you may always accurately 
ascertain what are the noble characters in a piece of paiut- 
ing, by merely considering what are the noble characters 
of man in his association with his fellows. \Miat grace of 
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manner and refinement of habit are in society, grace of 
line and refinement of form are in the association of visi- 
ble objects. What advantage or haim there may be in sharp- 
ness, ruggedness, or quaintness in the dealings or conversa- 
tions of men ; precisely that relative degree of advantage or 
harm there is in them as elements of pictorial composition. 
What power is in liberty or relaxation to strengthen or reUeve 
human souls ; that power, precisely in the same relative 
degree, play and laxity of line have to strengthen or refresh 
the expression of a picture. And what goodness or greatness 
we can conceive to arise in companies of men, from chastity 
of thought, regularity of life, simpUcity of custom, and bal- 
ance of authority ; precisely that kind of goodness and great- 
ness may be given to a picture by the purity of its colour, the 
severity of its forms, and the symmetry of its masses. 

You need not be in the least afraid of pushing these analo- 
gies too far. They cannot be pushed too far ; they are so 
precise and complete, that the farther you pursue them, the 
clearer, the more certain, the more useful you will find them. 
They will not fail you in one particular, or in any direction of 
enquiry. There is no moral vice, no moral virtue, which has 
not its precise prototype in the art of painting ; so that you 
may at your will illustrate the moral habit by the art, or the 
art by the moral habit. Affection and discord, fretfulness 
and quietness, feebleness and firmness, luxury and purity, 
pride and modesty, and all other such habits, and ever}- con- 
ceivable modification and mingUng of them, may be illustrated, 
with mathematical exactness, by conditions of line and colour ; 
and not merely these definable vices and virtues, but also 
every conceivable shade of human character and passion, from 
the righteous or unrighteous majesty of the king, to the inno- 
cent or faultful sim2)licity of the shepherd boy. 

The pursuit of this subject belongs projierly, however, to 
the investigation of the higher branches of composition, mat- 
ters which it would be quite useless to treat of in this book ; 
and I only allude to them here, in order that you may under- 
stand how the utmost nobleness of art are concerned in this 
minute work, to which I have set you in your beginning of ii 
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For it ia only by the closest attention, and the most noble 
execution, that it is possible to express these roriettes of in- 
diwilual character, on which all excellence of portraiture de- 
pends, whether of mosses of mankind, or of groups of leaves. 
Now you will be able to understand, among other matters, 
wherein consists the excellence, and wherein the shortcoming, 
of the tree-drawing o( Hanling. It ia excellent in so far ns it 
fondly observes, with more truth thstii any other work of the 
kind, the great laws of growth and action in trees : it fails — 
and observe, not in a minor, but in a principal point— because 
it cannot rightly render any one individual detail or incident 
of foUage. And in this it fails, not from mere carelessness or 
incompletiou, but of necessity ; the true drawing of detail 
being for evermore impoissible to a hand which has contracted 
a habil of esecntion. The noble dianghtsman draws a leaf, 
and stops, and saj's calmly — That leal is of such and such a 
character ; I will give him a friend who will entirely suit him ; 
then he considers what hia friend ought to be, and having 
determined, he draws his frieuiL This process may be as 
quick as lightning when tlie master is great — one of the sons 
of the giants ; or it may be slow and timid ; but the process 
is always gone through , no touch or form is ever added to 
another by a good painter without a mental determination 
and affirmation. But when the hand has got into a habit, 
leaf No. 1. necessitates leaf No, 2. ; you cannot stop, yonr 
hand is as a hoi-se with the bit in its teeth ; or rather is, for 
the time, a machine, throwing out leaves to order and pattern, 
all alike. You must stop that hand of yours, however pain- 
fully ; make it understand that it is not to have its own way 
any more, that it shall never more slip from one touch to 
another without orders ; otherwise it is not you who are the 
master, but your fingers. Tou may therefore study Hard- 
ing's drawing, and take pleasure in it ; * and you may properly 
admire the dexterity which applies the habit of the hand so 

* His lithographic skotclies, IIioeo, fur insloncu, id the Park and the 
ForeBt, nud his vaj-ious leMona oii [iilinge, possess greater merit than the 
mora ambitioua engravings in his " Prinoiples and Proctiae of Art." Tliere 
are mnnj' naefnl remarks, howoirer, dispersed through this lattt>r work. 
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well, and produces results on the whole so satisfactory : but 
you must never copy it, otherwise your progress will be at 
once arrested. The utmost you can ever hope to do^ would 
be a sketch in Harding's manner, but of far inferior de3rter- 
ity ; for he has given his Ufe's toil to gain his dexterity, and 
you, I suppose, have other things to work at besides drawing. 
You would also incapacitate yourself from ever understanding 
what truly great work was, or what Nature was ; but by the 
earnest and complete study of facts, you will gradually come 
to understand the one and love the other more and more, 
whether you can draw well yourself or not 

I have yet to say a few words respecting the third law 
above stated, that of mystery ; the law, namely, that nothing 
is ever seen perfectly, but only by fragments, and imder vari- 
ous conditions of obscurity.* This last fact renders the vis- 
ible objects of Nature complete as a type of the human nature. 
We have, observe, first. Subordination ; secondly. Individual- 
ity ; lastly, and this not the least essential character. Incom- 
prehensibility ; a perpetual lesson in every serrated point and 
shining vein which escape or deceive our sight among the 
forest leaves, how little we may hope to discern clearly, or 
judge justly, the rents and veins of the human heart ; how 
much of all that is round us, in men's actions or spirits, which 
we at first think we understand, a closer and more loving 
watchfulness would show to be full of mystery, never to be 
either fathomed or withdrawn. 

The expression of this final character in landscape has never 
been completely reached by any except Turner ; nor can you 
hope to reach it at all until you have given much time to the 
practice of art. Only irs' always when you are sketching any 
objec^t with a view to completion in light and shade, to draw 
only those parts of it which you really see definitely ; preparimj 
for the after development of the forms by chiaroscuro. It is 
this preparation by isolated touches for a future arrangement 
of superimposed Ught and shade which rendei^s the etchings 
of the Liber Studiorum so inestimable as examples and so 

* On tins la\r you will do well, if you can ^et access to it, to look at 
the fourth chapter of the fourth volume of *' Modern Painters." 
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peculiar. The character exiBta more or tesa in them exactly 
in proportion to the pains that Turner has taken. Thus the 
^sacua and Hesperie was wrought out with the greatest poa- 
eible care ; and the princi- 
pral branch on the nearlreo 
18 etched as in Fig. 2(i. The 
work looks at firet like a 
scholar's instead of a mas- 
ter's ; but when the hght 
and shade are added, every 
touch falls into its place, 
and a perfect expression of 
grace and complexity re- 
sults. Nay even before the 
light and shade are added, ^ 
you ought to be able to si 
that these irregular and 
broken lines, especially 
where the expression is 
given of the way the stem 
loses itself in the leaves, are 

more true than the monotonous though graceful leaf-draiving 
which, before Turner's time, had been employed, even by the 
best mastei-s, in their distant masses. Fig. 27, is sufficiently 
characteristic of the manner of the old woodcuts after Titinn ; 
in which, you see, the leaves are too much of one shape, like 
bunches of fruit ; and the boughs 
too completely seen, besides be- 
; somewhat soft and leathery 
aspect, owing to the want of 
angles in their outline. By great 
men like Titian, this somewhat 
conventional structure was only 
given in haste to distant masses ; 
and their exquisite delineation 
of the foreground, kept their 
conventionalism from degeneracy : but in the drawing of 
the Caracci and other derivative maslei-s, the conventional- 
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ism prevails everywhere, mid sinks grndiially into scmwled 
work, lite Fig. 2S., about tbe worst wbicL it is poaaible to get 
into the habit of using, though an ignorant person might per- 
haps suppose it more "free," and tJierefore better than Pig. 
26. Note, also, that in noble outline drawing, it does not 
follow that a hough is wrong- 
ly drawn, because it looks con- 
tracted unnaturally s o m e- 
where, as in Fig. 26., just 
), above the foliage. Very often 
muscular action which is 
to be expressed by the line, 
i-uns into the middle of the 
^"* J //-^ vll^^ bmnch, and the actual outline 
^=*-^ / T'^ "' ^^^ branch at that place may 

^ ' ^ bo dimly seen, or not at all : 

and it is then only by the 
future shade that its actual 
shape, or the cause of its dis- 
Bppear.iuce, will be indicated. 
One point more remains to 
"" ■^^ be noted about trees, and I 

have done. In the minds of our ordlnaiy water-colour artists, 
a distant tree seems only to be conceived as a flat green blot, 
grouping pleasantiy with other masses, and giving cool colour 
to the landscape, but diflering nowise, in texltire, from the 
blots of other shapes, wliich these painters use to express stones, 
or water, or figures. But as soon as you have di-awn trees 
carefully a little while, you will be impressed, and impressed 
more strongly the better you draw them, with the idea of 
their suflness of surface. A distant tree is not a flat and even 
piece of colour, but a more or less globular mass of a downy 
or bloomy texture, partly passing into a misty vagueness. I 
find, practically, this lovely softness of far-away trees the most 
difficult of all characters to reach, because it cannot be got by 
mere scratching or roughening the sm-face, but is always as- 
sociated with such delicate expressions of form and growth 
us ore only imitable by very cai'eful di-a^ving. The penknife 
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passed lightly over thia careful drawing, will do a good deal i 
but you must nccustom yourself, fi-oni the beginning, to aim 
much at this softoess in tiie lines of the drawing itself, by 
crOBBinn; them delicately, and more or less eftacing and con- 
fusing the edges. You must invent, according to the char- 
acter of tree, various modes of execution adapted to express 
its texture ; but always keep this chai'octer of softness in your 
mind and in your scope of aim ; for in most landscapes it is the 
intention of nature that the tendeiTiess and transparent infini- 
tude of her foliage should be felt, even at the far distance, in the 
most distinct opjxjBition to the SoUd masses and llat surfaces 
of rocks or buildings. 

n. We were, in the second place, to consider a little the 
modes of representing water, of which important feature of 
landscape I have hardly said anything 3-et. 

Water is expressed, in common di-nwings, by conventional 
lines, whose horizontality is supposed to convey the idea of its 
surface. In paintings, white dashes or bars of light are used 
for the same inirpose. 

But these and all other such expedients are vain and ab- 
surd. A piece of calm water always contains a picture iu it^ 
self, an exquisite reflection of the objects above it. If you 
give the time necessary to draw these reflections, disturbing 
them here and there oa you see the breeze or cuirent disturb 
them, you will get the effect of the water ; but if you have 
not patience to draw the reflections, no expedient will give 
you a true effect. The picture in the pool needs nearly as 
much delicate drawing as the pictui'e above the pool ; except 
only that if there be the least motion on the water, the hoii- 
zontal lines of the images wilt be diffused and broken, while 
the vertical ones will remain decisive, and the oblique ones 
decisive in proportion to their steepness. 

A few close studies will soon teach you this : the only thing 
you need to be told is to watch carefully the lines of disturb- 
ance on the surface, as when a bird swims across it, or a fish 
rises, or the current plaj's round a stone, reed, or other ob- 
Btacle. Take the greatest pains to get the curves of these 
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lines true ; the whole value of your careful drawing of the re- 
flections may be lost by your admitting a single false curve of 
ripple from a wild duck's breast And (as in other subjects) 
if you are dissatisfied with your result, always try for more 
unity and delicacy : if your reflections are only soft and gra- 
dated enough, they are nearly sure to give you a pleasant 
effect. When you are taking pains, work the softer reflections, 
where they are drawn out by motion in the water, with 
touches as nearly horizontal as may be ; but when you are in 
a hurry, indicate the place and play of the images with verti- 
cal lines. The actual construction of a calm elongated reflec- 
tion is with horizontal lines : but it is often impossible to draw 
the descending shades delicately enough with a horizontal 
touch ; and it is best always when you are in a hurry, and 
sometimes when you are not, to use the vertical touch. When 
the ripples are large, the reflections become shaken, and must 
be drawn with bold undulatory descending lines. 

I need not, I should think, tell you that it is of the greatest 
possible importance to draw the curves of the shore rightly. 
Their perspective is, if not more subtle, at least more strin- 
gent than that of any other lines in Natui-o. It will not be 
detected by the general observer, if you miss the curve of a 
branch, or the sweep of a cloud, or the perspective of a build- 
ing ;* but every intelligent spectator will feel the tlifterence 
between a rightly drawn bend of shore or shingle, and a false 
one. Absolutely right, in difficult nvcr perspectives seen from 
heights, I believe no one but Turner ever has been yet ; and 
observe, there is no rule for them. To develope the curve 
mathematically would require a knowledge of the exact quan- 
tity of water in the river, the shape of its bee], and the hard- 
ness of the rock or shoi'e ; and even with these data, the prob- 
lem would bo one which no mathematician could solve but 
ap2)roximatively. The instinct of the eye can do it ; nothing 
else. 

If, after a little study from Nature, you get puzzled by the 

* Tlie student may hardly at first believe that the perspective of build- 
ings is of little consequence : but lie will find it so ultimately. See the 
remarks ou this point in the Preface. 



BKETCUINO FliOM NATURE. 325 

great tlifferencea between the ftspeot of the reflecteil image 
anil tbut of the object casting it ; and it you wish to know the 
law of rcilectiou, it is simply this : Suppose all the objects 
above the water ai-Uially revereed (not id appearance, but in 
fact) beneath the water, and precisely the same in form and 
in relative position, only all top8y-tur\y. Then, whatever you 
can see, from, the place in which you stand, of the solid ob- 
jects so reversed under the water, you will see in the reflec- 
tion, always in the true perspective of the solid objects so re- 
versed. 

If you cannot quite understand this in looking at water, 
take a mirror, lay it horizontally on the table, put some books 
and papers upon it, and draw them and their i-eflections ; 
moving them about, and watching how their reflections alter, 
and chiefly how their reflected colours and shades differ from 
their own coloui's and shades, by being brought into other 
oppositions. This difference in chiaroscuro is a more impor- 
tant character in water painting than mere difTerence in form. 

When you ai-e drawing shallow or muddy water, you will 
see shadows on the bottom, or on tbe surface, continually 
modifying the reflections ; and in a clear mountain stream, 
the most wonderful complications of effect resulting from the 
shadows and reflections of the stones in it, mingling with the 
aspect of the stones themselves seen through the water. Do 
not be frightened at the complexity ; but, on the other hand, 
do not hope to render it hastily. Look at it well, making out 
everything that you see, and distinguishing each component 
part of the effect There will be. first, tbe stones seen tlirough 
the water, distorted always by refraction, bo that if the gen- 
eral structure of the stone shows straight parallel bnes above 
the water, you may be sure they will be bent where they 
enter it ; then the reflection of the part of tlje stone above the 
water crosses and interferes with the part that is seen through 
it, so tliat you can hardly tell which is which ; and wherever 
the reflection is darkest, you will see through tbe water best, 
and vice verad. Then the real shadow of the stone crosses 
both these images, and where that shadow falls, it makes tbe 
water more reflective, and where tbe sunshine falls, you will 
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Bee more of tlie surfmw of die water, and of any dust o: 
that mav be floating on it : but whether you are to see 
Baiue spot, most of the bottom of tJie w»ler, or of \hi 
iion of the objects above, dependa on tiie ]>ositioD of t 
The more you look down into the water, the better 
objects through it ; the more you look aloti^^ it, the ey 
low, the uiore yoii see the reflection of objects il 
Hence the colour of a given Bi>ace of surface in n sti« 
entirely change while you stand still in tLe Bame spot, 
fts you stoop or raise your head ; and thus the colon 
which water is painted are au indication of the jxisittoi 
spectator, and connected inseparably ■with the j>ei«!pe 
the shores. The most beautiful of all results that 1 1 
mountain strcaniB is when the water is ahallow, aud tit 
at (he bottom m'Q rich reddiali-orange and black, a 
water is seen at an angle which exactly divides the 
coloura between those of the stones and that of the si 
the sky is of clear, full blue. The resulting purple ol 
by the blending of the blue and the oi-auge-red, bro 
the play of iiuiumerable gradations in the stones, is ind 
ably lovely. ' 

All this seems comphcated enough already ; but if tl 
a strong colour in the clear water itself, as of f^een ( 
in the Swiss lakes, all these phenomena are doubly iuv 
for the darker reflections now become of the colour 
water. Tlie reflection of a black gondola, for instai 
Venice, is never blacL, but pure dai'k green. And, fj 
the colour of Uie water itself is of three kinds : one, ec 
the surface, is a kind of milky bloom ; the next is seen 
the waves let light through them, at their edges ; ai 
third, shown as a change of colour on the objects seen th 
the water. Thus, the same ivavo that makes a white 
look of a clear blue, wheu seen through it, will take a 
violet-coloured bloom on its surface, and will be uiadt 
emerald green by transmitted sunshine through its 
With all this, however, you are not njuch concemeil at 
ent, but I tell it you partly us a pitpai'afion for what ivi 
afterwards to say about colour, and partly that you m 
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proach lakes nnd streams Tvith reverence, and study them aa 
carefully aa other tbings, not hoping to express them by a 
few horizontal dashes of white, or a few tremulous biota.* 
Not but that much may be doue by tremulous blots, when 
you know precisely what you mean by tliera, as you will eee 
by many of the Turner sketches, which are now framed at the 
National Gallery ; but you must have painted water many 
and many a day — yes, and all day long — before you can hope 
to do anything like those. 

nX Lastly. You may perhaps wonder why, before passing 
to the clouds, I say nothing special about groiuid.'f But 
there is too much to be aaid about that to admit of my saying 
it here. You will find the principal laws of its structure ex- 
amined at length in the fourth volume of " Modem Painters ; " 
and if you can get that volume, and copy carefully Plate "21., 
wliich I have etched after Turner with great pains, it will 
give you as much help as you need in the linear expression of 
ground-Buriace, Strive to get the retirement and succession 
of masses in irregular ground : much may be done in this 
way by careful watching of the perspective diminutions of 
its herbage, as well as by contour ; and much also by shad- 
ows. If you draw the shadows of loaves and tree trunks on 
any undulating ground with entire carefulness, you will be 
surprised to find how much they explain of the form and dis- 
tance of the earth on which they fall. 

Passing then to skies, note that there is this great peculiar- 
ity about sky subject, as distinguished from earth subject ; — 

• It is a osutul piece of atudy to dissolve aome Pniasiaa blue in valet, 
Bona to make tiie llqulil dolinltely blue : Qll a large irliite basin with 
Hie Bolutiou, and put anything yon like to Hor.t on it, or He in it ; wal- 
nut aliellB. bits at wood, leaves of flowers, &o. Then study the effects 
of the reflections, and of the atema of the Clowem or submerged portions 
of the floating objecla, as the; appear through the blue liquid ; noting 
especially how, as you lower your head and look along the surface, you 
see the reflections clearly ; aiid liow, na you raise your head, you lose 
the reflections, and tea the submerged stems clearly. 

f Respeuting Architect tual Drawing, liee the notice of the worka of 
Front in the Appendix. 
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that the clouds, not being much liable to man's interference, 
are always beautifully arranged. You cannot be sure of this 
in any other features of landscape. The rock on which the 
effect of a mountain scene especially depends is always pre- 
cisely that which the roadmaker blasts or the landlord quar- 
ries ; and the spot of green which Nature left with a special 
purpose by her dark forest sides, and tinished with her most 
delicate grasses, is always that which the farmer ploughs or 
builds upon. But the clouds, though we can hide them with 
smoke, and mix them with poison, cannot be quarried nor 
built over, and they are always therefore gloriously arranged ; 
so gloriously, that unless you have notable powers of memory 
you need not hope to approach the effect of any sky that in- 
terests you. For both its grace and its glow depend upon 
the united influence of every cloud within its compass : they 
all move and bum together in a marvellous harmony ; not a 
cloud of them is out of its appointed place, or fails of its part 
in the choir : and if you are not able to recollect (which in 
the case of a complicated sky it is impossible you should) pre- 
cisely the form and position of all the clouds at a given mo- 
ment, you cannot draw the sky at all ; for the clouds virill not 
fit if you draw one part of them three or four minutes before 
another. You must try therefore to help what memory you 
have, by sketching at the utmost possible speed the whole 
range of the clouds ; marking, by any shorthand or symbolic 
work you can hit upon, the peculiar character of each, as trans- 
parent, or fleecy, or linear, or undulator}' ; giving afterwards 
such completion to the parts as your recollection will enable 
you to do. This, however, only when tlu sky is interesting 
from its general aspect ; at other times, do not try to draw 
all the sky, but a siuglo cloud : sometimes a round cumulus 
will stay five or six minutes quite steady enough to let you 
mark out his principal masses : and one or two white or crim- 
son lines which cross the sunrise will often stay without se- 
rious change for as long. And in order to be the readier in 
drawing them, practise occasionally drawing lumps of cotton, 
which will teach you better than any other stable thing the 
kind of softness there is in clouds. For you will find when 
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you have made a few genuine atudiea of sky, and then look at 
any aiident or modem painting, tbnt ordinary artists have 
always fallen into one of two faults : either, in rounding the 
clouds, they make them as sohd and hai'd-edged as a heap of 
stones tied u^J in a sock, or they represent them not as 
rounded at all, but as vague wreaths of mist or flat lights in 
the sky ; and think they have done enough in leaving a little 
wliite paper between dashes of blue, or in taking an irregular 
space out with the sponge. Now clouds are not as solid as 
flour-sacks ; but, on the other hand, they are neither spongy 
nor flat. They are definite and very beautiful forms of sculpt- 
ured mist ; sculptured is a perfectly accurate word ; they are 
not more drifted into form than they are carved into form, the 
warm air around them cutting them into shape by absorbing 
the visible vapour beyond certain hmits ; hence theii' angnjlar 
and fantastic outUnes, as different from a swollen, spherical, 
or globular formation, on the one hand, as from that of flat 
films or shapeless mists on the other. And the t\-orst of all 
ia, that while these forma are difficult enough to draw on any 
terms, especially considering that they never stay quiet, they 
must be drawn also at greater disadvantage of light and 
shade than any others, the force of light in clouds being 
wholly unattainable by art ; so that if we put shade enough 
to express their form as positively as it ia espreased in reality, 
we must make them painfully too dark on the dark sides. 
Nevertheless, they are so beautiful, if you in the least succeed 
with them, that jou will hardly, I think, lose courage. Out- 
lioe them often with the pen, as you can catch them here and 
there ; one of tJio cliief uses of doing this will be, not so much 
the memorandum so obtained as the lesson you will get re- 
specting the softness of the cloud- outhnea. Ton will always 
find yourself at a loss to see where the outline really is ; and 
when drawn it will always look hard and false, and will as- 
suredly be either too round or too square, however often you 
alter it, merely passing from the one fault to the other and 
back again, the real cloud striking an inexpressible mean be- 
tween roundness and squareness in all its coils or battlements. 
I speak at present, of course, only of the cumulus cloud : the 
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lighter wreatlis and Hakes of the upper sky cannot be outlined ; 
— tliey con oiily be aketched, like locks of hair, by many lines 
of the lien. Firmly developed bars of cloud on the horizon 
are iu general eany enough, and mny be drann with decisioiu 
When you have thus aceuatoraed yourself a little to the ploe- 
ing and action of clouds, trj- to work out their light and shade, 
just OS carefully aa you do that of other things, looking exclu- 
sioely for examplea of treatment to the rignettea in Rogers's 
Italy and Poema, and to the Liber Studiorum, unless you 
have access to some examples of Turner's own work. No 
other artist ever yet drew the sky : even Titian'a clouds, and 
Tintoret's, are conventiouoL The clouds in the " Beu Ar- 
thur," " Source of Arverou," and "Calais Pier," are among 
the best of Turner's storm studies ; and of the upper clouds, 
the vignettea to Bogei-s's Poems furnish aa many examples 
OB you need. 

And now, as our first lesson was taken from the sky, so, for 
the present, let our last be. I do not advise you to be in any 
haste to muster the couteats of my next letter. If you have 
any real talent for drawing, you will take delight in the dis- 
coveries of natural loveliucsa, which the studies I ]in,ve already 
proposed will lead you into, among the fields and hiUs ; an<I 
be assured that the more quietly and singlD-hoai-tc<lly you 
take each step in the art, the quicker, on the whole, will your 
progi'esrt be. I would mther, indeed, have discussed the sub- 
jects of the following letter at greater length, and iu n separate 
work ad<lressed to jiiore adviinccd students ; but as there are 
one or two things to be said on composition which may set the 
young artist's mind somewhat more at rest, or furnish him 
with defence from the urgency of ill-advisers, I will glance 
over the main heads of the matter here ; trusting thiit my do- 
ing so may not beguile you, my dear reader, fram your seri- 
ous work, or lead jou to think me, in oceupjnng part of this 
book with talk not altogether relevant to it, less entirely or 
Faithfully yours, 

J. BL'SKiy. 
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My Dear Reader : — 

If you bave been obedieut, and have liltherto done all 
tliat I have told you, I trust it has not been nitbout much 
Bubdued remonstrance, and some serious vexation. For I 
should bo Bon-y if, when you were led by the course of your 
study to observe closely auch things as are beautiful in colour, 
you had not longed to paint them, and felt considerable dif- 
ficulty in complying with yoiir restriction to the use of black, 
or blue, or grey. You ought to love colour, and to think noth- 
ing quite beautiful or perfect without it ; and if you really do 
love it, for its own soke, and are not merely desirous to colour 
because you think painting a finer thing than drawing, there 
is some chance you may colour well Nevertheless, you need 
not hope ever to produce anything more than pleasant helps 
to memory, or useful and suggestive siett-hes in colour, unless 
you mean to be wholly an artist. You may, in the time which 
other vooationa leave at your disposal, produce finished, 
beautiful, and masterly drawings in light and shade. But to 
colour well, requires your life. It cannot be done cheaper. 
The difficulty of doing right is increased — uot t\yofo!d nor 
threefold, but a thousandfold, and more— by the addition of 
colour to your work. For the chances are more than a thou- 
sand to one against your being right both in form and colour 
with a given touch : it is difficult enough to be right in form, 
if you attend to that only ; but when you have to attend, at 
the same moment, to a much more subtle thing than the form, 
the difficulty is strangely increased — and multiplied almost to 
infinity by this great fact, that, while form is absolute, so that 
you can say at the moment you draw any line that it is either 
right or wrong, colour is wholly relative. Every hue through- 
out your work is altered by every touch that you add in other 
pUces ; 30 that what was warm a minute ago. becomes cold 
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wlicn you Iihtp put n hotter colour in another place, t 
waa in harmony when yoii left it, becomes disoonla] 
set other colours beud« it : so that every touch mns 
not with & view to its effect at the time, but \n\ix a vi 
effect in futurity, the result u|>oii it of all that is aftei 
be doiielieing previously couaidered. You may earn] 
stjiud that, this being bo, nothing but the devotion of 
great genius besides, can make a colourtst. 

But though you cannot produce fiuisbed coloured t 
of any value, you may give yourself luucb pleasure, a 
great use to other people, by occasionally sketchiD^ 
view to colour only ; and pi-eaerving distinct statemen 
tain colour facts— as tbat the harvest-moon at Haiii 
such and such n red, and surrounded by clouds of i 
Bucb a rosy grey ; that the mountainB at evening were 
80 deeji in piirplo ; and the waves by the boat's side 
deed of that incredible green. This only, observe, if' 
on eye for coloiu* ; but you may presume that you hai 
you enjfiy colour. 

And, though of course you should always give as mi 
to your subject as your attention to its colour will a 
remember that the whole value of what you are about c 
in a coloured sketch, on the colour merely. If lb© £ 
WTODg, everything is wrong : just as, if you are ei-agi 
sing false notes, it does not matter how true tbe wordf 
you sing at all, you must sing sweetly ; and if you ci 
all, you must colour rightly. Give up aU the 'form, 
than the slightest part of the colour : just as, if you fe 
self in danger of a false note, you would give up tbe vfo 
sing a meaningless sound, if you felt tbat so you cou 
tiie note. Never mind though your houses are all tu 
down— though your clouds ai-e mere blots, and you 
mere knobs, and your sun and moon like crooked sixpe 
BO only that trees, clouds, houses, and sun or moon, are 
right colours. Of course, tbe discipline you have gone tl 
will enable you to hint something of form, even in tl; 
eat sweep of the brush ; but do not let the thought o 
hamper you in the least, when you begin to make co 
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memoranda. If you. want the form of the aubject, draw it in 
black and white. If you want its colour, take its colour, nntl 
be sure you have it, and not a Bpurious, treachei-ous, holi- 
meosured piece of mutual concession, nith the colours all 
wroug, and the forma atiil anything but right. It is beat to 
get into the habit of cousideriug the coloured work merely aa 
supplementary to your other studies ; making your careful 
di-awinga of the subject first, and tben a coloured memoran- 
dum separately, aa shapeless as you like, but fuithful in hue, 
and entirely miuding its own business. This principle, how- 
ever, bears chiefly on large and distant subjects ; in fore- 
firounda and near studies, the colour cannot bo liatl without a 
good deal of definition of form. For if you do not map the 
mosses on the stones accurately, you will not have the right 
quantity of coloui- in each bit of moas pattern, aud then none 
of the coloui-B will look right ; but it always simplifies the work 
much if you ai'e cleai- as to your point of aim, and satisfied, 
when necessary, to fail of all but that 

Now, of course, if I were to enter into detail respecting 
colouring, which is the beginning and end of a painter's craft, 
I sliould need to make thia a work iu three volumes instead of 
three letters, and to illustrate it iu the costliest way. I only 
hope at present to set you pleasantly and profitably to work, 
leaving you, within the tethering of certain leading-airings, to 
gather what advantages you can from the works of art of 
which every year brings a greater number within your reach ; 
— ^and from the iustruction which, every year, our rising artists 
will be more ready to give kindly, and better able to give wisely. 

And, first, of materials. Use hard cake coloui'S, not jnoist 
colom-s : grind a sufBcient quantity of each on yoiu" palette 
every morning, keeping a sepai-ate plate, large and deep, for 
colours to be used in broad washes, and wash both plate and 
jialette every evening, so as to be able always to get good 
and pure colour when you need it ; and force youi-aelf into 
cleanly and orderly habits about your colours. The two best 
colourists of modem times, Turner and Bossetti,* afford us, I 

* I give Roaaetti tfaia preEniiueuce, liecause, thongh tbe lH»di!ig Pre- 
RaphaKliles liftve oil about eijiinl [towur «ver coluur iu the ulislraol. 



L 



334 THE ELEMENTS OF DRAWING. 

am sorry to say, no confirmation of this precept by their prac- 
tice. Turner was, and Rossetti is, as slovenly in all their pro- 
cedures as men can well be ; but the result of this was, with 
Turner, that the colours have altered in all his pictures, and in 
many of his drawings ; and the result of it with Rossetti is, 
that, though his colours are safe, he has sometimes to throw 
aside work that was half done, and begin over again. William 
Hunt, of the Old Water-colour, is very neat in his practice ; 
BO, I believe, is Mulready ; so is John Lewis ; and so are the 
leading Pre-Raphaelites, Rossetti only excepted. And there 
can be no doubt about the goodness of the advice, if it were 
only for this reason, that the more particular you are about 
your colours the more you will get into a dehberate and 
methodical habit in using them, and all true speed in colouring 
comes of this deliberation. 

Use Chinese white, weU ground, to mix with your colours 
in order to pale them, instead of a quantity of water. You 
will thus be able to shape your masses more quietly, and play 
the colours about with more ease ; they will not damp your 
paper so much, and you will be able to go on continually, and 
lay forms of passing cloud and other fugitive or deUcately 
shaped hghts, otherwise unattainable except by time. 

This mixing of white with the pigments, so as to render 
them opaque, constitutes bodij-coloxxr drawing as opposed to 
traniqmrent-co\o\xv drawing and you will, perhaps, have it often 
said to you that this body-colour is " illegitimate." It is just 
as legitimate as oil-painting, being, so far as handhng is con- 
cerned, the same process, only without its uncleanhness, its 
unwholesomeness, or its inconvenience ; for oil will not dry 
quickly, nor carry safely, nor give the same effects of atmos- 
phere >vithout tenfold labour. And if you hear it said that the 
body-colour looks chalky or opaque, and, as is very likely, 
think so yourself, be yet assured of this, that though certain 

Rosisetti and Holman Hunt are distinguished above the rest for render- 
ing colour under effects of light ; and of these two, Rossetti composes with 
richer fancy, and with a deeper sense of beauty, Hunt's stern realism 
leading him continually into harsliness. Rossetti's carelessness, to do 
Lim justice, is only in water-colour, never in oiL 
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effects of plow and tmusparfincies of gloom are not to be 
renched without traneparent colour, tlioae glows and glooms 
are not the noblest aim of ari After many years' study of 
the various results of fresco anil oil painting in Italy, and of 
body-colour and transparent colour in England, I am now en- 
tirely convinced that the greatest things that ai'e to be done 
in art must be done in dead colour. The habit of depending 
on ramish or on lucid tints transpni-ency, makes the painter 
comparatively lose sight of the nobler translucence which is 
obtained by breaking various colours amidst each other : and 
even when, as by CoiTeggio, exquisite play of hue is joined 
with exquisite transparency, the delight in the depth almost 
always leads the painter into mean and false chiaroscuro ; it 
leads him to like dark backgi-ounds instead of luminous ones,* 
and to enjoy, in general, quality of colour more than grandeur 
of composition, and confined light rather than open sunshine : 
so that the really greatest thoughts of the greatest men have 
always, so far as I remember, been reached in dead colour. 



* All the degradation of art vrhich wm liroaglit ubout, after the rise 
of the Dutch school, by aHpholtum, yellow varniah, and broim trees, 
would have been preveuted, if only painters had been forced to work in 
dead co!oar. Any colour wiU do for aonm pi-ople, if it in browned and 
Bhining ; but fallacy iu dead colour is detected on tliu instant I even 
believe that whenever a painter begins to ir-uh tliit be could touch any 
portion of Ilia work with gum, he is going wrong. 

It ia necessary, however, in this matter, carefully to dlatiugulsh be- 
tween tranaluaency and lustre, Tratislucenoy, though, as 1 have said 
above, a dangerous temptation, iB, In its place, beautiful ; but lustre, or 
»hinineti, is alwaya, in painting, a defect. Nay, one of my beBt painter- 
friends <the " best " being understood to attach to both divisions of that 
awkward compound word), tried the other day to persuade ma that 
lustre was au iguobleness iu anything ; and it was only the fear of ttea- 
BOQ to ladies' eyes, and to mountain etreauis, and to morning dew, which 
kept me from yielding the point to liim. One is apt always to generalise 
too quickly In such matters ; but there can be iio question that lustre is 
destructive of lovetiness in colour, as it is of Intel ligihitity in form. 
Whatever may be the pride o( a young beauty in the knowledge that 
her eyes shine (though perhaps oveu eyes ore most beautiful in dimneea), 
she would be sorry if Lei cheeks did ; and which of ua would wish to 
polish a rose ? 



L 
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fuid Uie oolilestoil pictures of Tintoret and TeroooeeB 
which are likest frescos. 

Besitles nU thin, the foct is, tlint though sometima 
chalky and coarse-looking, IxnivM-olour U. in n skeL 
oilely liker nature tliau traiuqiarent colour: the hk 
miat of (lintance are accui-ately iind instanflj- repreae 
the film of opmjuo blue (jui/e accurately, I Uiiuk, hj 
else); aud for ground, nx^bt, aiid buildings, the OAii 
Bohd surface is, of course, alvrays truer than the moat 
and cnrefully wrought work in tnoisporciit tints can e' 

Agiiiiist one thing, however, I must stcadilT cantii 
All kiiiila of colour are equally illegitimate, if yaa thi 
will allow you to alter at your pleasure, or blunder . 
ease. There is im vehicle or method of colour which 
of alteration or rei»jntaiice ; you must be right at < 
never ; and you might ns well hope to catch a. rifle h 
your hand, aud put it stniigbt, when it was going m 
to recover a tint ouce spoiled. The secret <»f all good 
in oil, water, or anything else, lies primarily in that si 
Bpoken to me by Miilready : " Know what you hare 
The process may be a long one, perhaps : you may 1 
ground with oue coloui* ; to touch it with ft-agmeat 
second ; to crumble :i thinl into the interatices ; a four 
the interstices of tlie third ; to glaze the whole %vith i 
and to reinforce in points with a sixth : but wheth' 
have one, or ten, or twenty processes to go through, yo 
go utraight through them, knowingly aud foreseeinfflv ; 
way ; and if you get the thing once wi-ong, there is m 
fur you but in washing or sci-aping boldly down to tlie 
ground, and beginning ngain. 

The drawing in body-colour will tend to teach yoti al 
more than any other method, and above all it will prevei 
from falling into the pestilent habit of sponging to get 
ure ; a trick which has nearly mined our modern water-( 
scliool of nrt. There are sometimes placea in which a f 
artist will I'oughen hia paper a little to get certain cond 
of dusty colour with more ease than he could othei-wiae 
sometimes a skilfully rased piece of paper will, in the ■ 
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of transparent tints, answer nearly the piirpoae of ebalkj- 
bocly-colour in repreaenting the surfaces of rocks or buildings. 
But m-tilices of this kiud are tdways treacherous in a t}To's 
Imitds, tempting him to trust in them ; and you had letter 
always work on white or gi-ey paper as smooth as silk ;* and 
never disturb the surface of your colour or paper, escept 
finally to scratch out the very highest lights if you are using 
transparent colours. 

I have said above that body-colour drawing will teach you 
the use of colour better than working ivith merely transparent 
tints ; but this is not because the process is an easier one, 
but because it is a more complek: one, aad also because it in- 
volves some working with trauspareut tints in the best way. 
You are not to think that because you use body-colour you 
may make any kind of uiess that you like, and yet get out of 
it But you are to avail yourself of the characters of your 
material, which enable you most nearly to imitate tlje prsc- 
esses of Nature. Thus, suppose you have a red rocky cbff 
to sketch, ivith blue clouds floating over it. Tou paint your 
cliff first firmly, then take your blue, mixing it to such a tint 
(and here is & great poi-t of the skill needed), that when it is 
laid over the red, iu the thickness required for the effect of 
the mist, tlie warm rock-colour showing through the blue 
cloud-colour, may bring it to exactly the hue you want ; (your 
upper tint, therefore, must be mixed colder than you want it ;) 
then you lay it on, varying it as yoa strike it, getting the 
forma of the mist at once, and, if it be rightly done, with ex- 
quisite quality of colour, fi-om the worm tint's showing 
through and between the particles of the other. When it is 
dry, you may add a Uttle colour to retouch the edges where 
they want shape, or heighten the lights where they want 
roundness, or put another tone over the whole ; but you can 

* But not shiuj or greasy. Bristol board, or liot-pressad imperial, or 
amy paper thnt tee\3 slightly adliealvu to tlie hand, is best. Coarse, 
gritty, and naudy papers are lit onlyfor blotters and blurderors ; «i> 
good dranghtsman would lay a line on lliom. Turner worked much on 
a thin fniii:h pnper. dead in surface : rolling up hia eket«hea in tight 
bimdlea thnt irould go duep into iiis pockets. 
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take none away. If you touch or disturb the surface, or by 
any untoward accident mix the under and upper coloui-s to- 
gether, all is lost in*ecoverably. Begin your drawing from 
the ground again if you like, or throw it into the fire if you 
like. But do not waste time in trying to mend it* 

This discussion of the relative merits of transparent and 
opaque colour has, however, led us a little beyond the point 
where we should have begun ; we must go back to our palette, 
if you please. Get a cake of each of the hard colours named 
in the note below f and try experiments on their simple com- 
binations, by mixing each colour with every other. If you 
like to do it in an orderly way, you may prepare a squared 
piece of pasteboard, and put the pure colours in columns at 

* I insist upon this unalterability of colour the more because I address 
you as a beginuer, or an amateur ; a great artist can sometimes get out 
of a difficulty witli credit, or repent witliout confession. Yet even 
Titian's alterations usually sliow as stains on his work. 

f It is, I think, a piece of affectation to try to work with few colours ; 
it saves time to have enough tints prepared without mixing, and you 
may at once allow yourself these twenty-four. If you arrange them 
in your colour-box in the order I have set them down, you will always 
easily put your finger on tlie one you want. 

Cobalt. Smalt. Antwerp bine. Prussian blue. 

Black. Gamboge. Emerald trreen. Hooker's trreen. 

Lemon yellow, ('admium yellow. Yellow ochre. Roman ochre, 

llaw sienna. Burnt sienna. Liglit red. Indian red. 

Mars orang*^. Ext't of vermilion. Carmine. Violet carmine. 

Brown madder. Burnt umber. Vandyke brown. Sepia. 

Antwerp blue and Prussian blue are not very permanent colours, but 
you need not care much about permanence in your own work as yet, 
and they an? both beautiful ; while Indigo is marked by Field as more 
fugitive still, and is very ugly. Hooker's green is a mixed colour, ]»ut 
in the box merely to save you loss of time in mixing gamboge and 
Prussian blue. No. 1. is tlie best tint of it. Violet carmine is a noble 
colour for laying broken shadows with, to be worked into afterwards 
with other colours. 

If you wish to take up colouring seriously, you had better got Field's 
** ChromatOirraphv*' at once ; onlv do not attend to auvthimx it savs 
about princi]>lHS or harmonies of colour ; but only to its statements of 
practical serviceableness in pigments, and of their operations on each 
other when mixed, &c. 
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the top and side ; the mixed tints being given at the inter- 
sections, thus (the lettei-s standing for coIoufb ) : 



&c. 



This will give you some general notion of the characters of 
mixed tints of two colours only, and it is better in practice 
to confine yourself as much as possible to these, and to get 
more complicated colours, either by putting a. third over the 
first blended tint, or by putting the third into its interstices. 
Nothing but watchful practice will tetich you the effects that 
colours have on each other when thus put over, or beside, each 
other. 

When you have got a little used to the principal combi- 
nations, place yourself at a window which the sun does not 
shine iu at, commanding some dmple 
piece of landscape ; outline this landscape 
roughly ; then take a piece of white card- 
board, cut out a hole in it about the size 
of a large pea ; and supposing li ia the 
room, a d the window, and you are sitting 
at a. Fig. 29., hold this cardboard a little 
outside of the window, upright, and in 
the direction b d, parallel a little turned 
to the side of the window, or so as to catch more light, as at 
a d, never turned as at c d, or the paper will be dark. Then 
you will see the landscape, bit by bit, through the circular 
hole. Match the colours of each important bit as nearly 
as you can, mixing youi' tints with white, beside the apertui-e. 
When matched, put a touch of the same tint at the top of 
your paper, writing under it : " dark tree colour," " hill col- 
our," "field colour," aa the case may by. Then wash the tint 
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away from beside the opening, and the cardboard will be 
ready to match another piece of the landscape.* When you 
have got the colours of the principal masses thus indicated, 
lay on a piece of each in your sketch in its right place, and 
then proceed to complete the sketch in harmony with them, 
by your eye. 

In the course of your eai'ly experiments, you will be much 
struck by two things : the firat, the inimitable brilliancy of 
light in sky and in sun-Hghted things : and the second, that 
among the tints which you can imitate, those which you 
thought the darkest \vill continually tui-n out to be in reality 
the lightest. Darkness of objects is estimated by us, under 
ordinary circumstances, much more by knowledge than by 
sight ; thus, a cedar or Scotch fir, at 200 yards off^ will be 
thought of darker green than an elm or oak near us ; because 
we know by experience that the peculiar colour they exliibit, 
at that distance, is the sign of darkness of foliage. But when 
we try them through the cardboard, the near oak will be found, 
indeed, rather dark green, and the distant cedar, perhaps, pale 
gray-purple. The quantity of purple and grey in Nature is, 
by tlie way, another somewhat surprising subject of dis- 
coverv'. 

Well, having ascertained thus your principal tints, you may 
proceed to fill up your sketch ; iu doing which observe those 
following particulai's : 

1. Many portions of your subject appeared through the 
aperture in the paper brighter than the paper, as sky, sun- 
lighted grass, &c. Leave these portions, for the present, 
white ; and proceed with the parts of which you can match 
the tints. 

* A more motliodical, though, under general oirciimstancos, u>eK^ssly 
prolix way, is to cut a S([uare hole, some lialf an incli wide, iu tlie she^t 
of cardboard, and a series of small circular holes iu a slip of cardboard 
an inch wide. Pass tlie slip over the square ojK'uiug, and match each 
colour beside one of the circular openings. You will thus have no occa- 
sion to wash anv of tlie colours awav. But the first rouch method ia' 
generally all you want, as after a little practice, you only need to lutk 
at tlic hue through the opening in order to be able to transfer it to your 
drawin;; at once. 
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2. Aa you tried your subject with the cardboard, you must 
Lave observed how many cbouges of hue took place over email 
fipacea. In fUliug up your work, trv- to educate youi- eye to 
perceive these dillerencea of hue without the help of the card- 
board, and lay fhem deliberately, like a mosaic- worker, aa sep- 
arate colours, prepttring each carefully on your palatte, and 
laying it as if it were a patch of coloured cloth, cut out, to be 
fitted neatly by its edge to the next patch ; bo that the/aiilt of 
your work may be, not a slurred or misty look, but a patched 
bed-cover look, aa if it had all been cut out with scissors. For 
instance, in drawing the trunk of a birch tree, there will be 
probably white high hghts, tlieu a pale rosy grey round them 
on the hght side, then a (probably greenish) deeper grey on 
the dark side, varied by reflected coloiu's, and over all, rich 
black strips of bark and brown sijots of moaa. Lay first the 
rosy grey, leading white for the high hghts anil for the upols of 
moss, and not touching the dark side. Then hiy the grey for 
the dark side, fitting it well up to the rosy grey of the hght, 
leaving also in this darker grey the white paper in the places 
for the black and brown moss ; then prepare the moas colours 
separately for each spot, and lay each in the white place left 
for it. Not one grain of white, except that purposely left for 
the high lights, must be visible when the work ia done, even 
through a magnifying-glaas. so cunningly must you fit the 
edges to each other. Finally, take j'our background colours, 
and put them on each side of the tree-trunk, fitting them care- 
fully to ita edge. 

Fine work you would make of this, wouldn't you, if you had 
not learned to draw first, and could not now draw a good out- 
line for the stem, muck less terminate a colour mass in the 
outline you wanted ? 

Yoiu- work will look very odd for some time, when you first 
begin to paint in this way, and before you can modify it, as I 
Bhall tell you presently how ; but never mind ; it is of the 
greatest poaaible importance that you should practice this sep- 
arate laying on of the Lues, for all good colouring finally de- 
pends on it. It is, indeed, often necessary, and sometimes de- 
sirable, to lay one colour and form boldly over another : thus. 
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in laying leaves on blue sky, it is impossible always in large 
pictures, or when pressed for time, to fill in the blue through 
the interstices of the leaves ; and the great Venetians con- 
stantly lay their blue ground first, and then, having let it diy, 
strike the golden brown over it in the form of the leaf, leaving 
the imder blue to shine through the gold, and subdue it to the 
oUve green they want But in the most precious and perfect 
work each leaf is inlaid, uud the blue worked round it : and, 
whether you use one or other mode of getting your result, it is 
equally necessary to be absolute and decisive in your laying the 
colour. Either your ground must be laid firmly first, and then 
your ujDper colour struck upon it in perfect form, for ever, 
thenceforward, unalteitible ; or else the two colours must be 
individually put in their places, and led up to each other till 
they meet at their appointed border, equally, thenceforward, 
unchangeable. Either process, you see, involves absolute de- 
cision. If you once begin to slur, or change, or sketch, or try 
this way and that with your colour, it is all over with it and 
with yoiL You will continually see bad copyists trying to imi- 
tate the Venetians, by daubing their colours about, and re- 
touching, and finishing, and softening : when every touch and 
ever}' added hue only lead them farther into chaos. There is 
a dog between two children in a Veronese in the Louvre, which 
gives the copyist much employment. He has Ji dark ground 
behind him, which Veronese has painted first, and then when 
it was dry, or nearly so, struck the locks of the dog's white 
hair over it with some half-dozen curling sweeps of his bnish, 
right at once, and forever. Had one line or hair of them gone 
wrong, it would have been wrong forever ; no retouching could 
have mended it. The poor copyists daub in first some back- 
ground, and then some dog's hair ; then retouch the back- 
gi'ound, then the hair, work for hours at it, expecting it always 
to come right to-moiTow — " when it is finished." They may 
work for centuiies at it, and they will never do it. If they can 
do it with Veronese's allowance of work, half a dozen sweeps 
of the hand over the dark background, well ; if not, they may 
ask the dog himself whether it will ever come light, and get 
true answer from him— on Launce's conditions : " If he say 
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•ay,' it will ; if be any 'uo,' it will ; if lie eliake Lis tail and 
say notliing, it will" 

Whenever you lay on a moss of colour, be sure that how- 
ever large it may be, or however small, it shall be gradated. 
No colour exists in Nature under onlinai-y cii-cumatances with- 
out gradation. If you do not see this, it is the fault of your 
inesperience ; you teill see it iu due time, if you practise 
enough. But in general you may see it at once. In the birch 
trunk, for instance, the rosy grey must be gi-adated by the 
roundness of the stem till it meets the shaded side ; similarly 
the shaded side ia gradated by reflected light. Accordiugly, 
whether by adding water, or white paint, or by unequal force 
of touch (this you will do at pleasure, accortUng to the textiire 
you wish to produce), you must, in every tint you lay on, make 
it a little paler at one part than another, and get an even gra- 
dation between the two depths. This is very like laying down 
a formal law or recipe for you ; but you \vill find it is merely 
the assertion of a natural fact It is not indeed physically 
impossible to meet with an ungradated piece of colour, but it 
is so supremely improbable, that you had better get into the 
habit of asking yourself invariably, when you are going 
to copy a tint, — not "In that gradated?" but " Wkivh waij is 
it gradated ? " and at least in ninety-nine out of a hundred in- 
Btanees, you will be able to answer decisively after a careful 
glance, though the gradation may have been so subtle that 
you did not see it at first. And it does not matter how small 
the touchofcolourmay be, though not larger than the smallest 
pin's head, if one part of it is not darker than the rest, it is a 
bad touch ; for it is not merely because the natural fact is so, 
that your colour should be gradated ; the preciouauess and 
pleasantness of the colour itself depends more on this than on 
any other of its iiualities, for gradation is to colours just what 
curvature is to hues, both being felt to bo beautiful by the 
pure instinct of evei'y human mind, and both, considei'ed as 
types, expressing the law of gradual change and progress in 
■ the human soul itself. What the diflference is in mere beauty 
between a gradated and ungradated colour, may be seen easily 
by laying an even tint of loae-colour on paper, and putting a 
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roso leaf beside it The victorious beauty of the rose as 
compai-ed with other flowers, depends wholly on the deh- 
cacy and buantity of its colour gradations, all other flowers 
being either less rich in gradation, not having so many folds 
of leaf ; or less tender, being patched and veined instead of 
flushed. 

4. But observe, it is not enough in general that colour 
should be gradated by being made merely paler or darker at 
one place than another. Generally colour changes as it dimin- 
ishes, and is not merely darker at one spot, but also purer at 
one spot than anywhere else. It does not in the least follow 
that the darkest spot should be the purest ; still less so that the 
Hghtest should be the purest Very often the two gradations 
more or less cross each other, one passing in one direction 
from paleness to darkness, another in another direction from 
piu'ity to dullness, but there will almost always be both of 
them, however reconciled ; and you must never be satisfied 
with a piece of colour until you have got both : that is to say, 
every piece of blue that you lay on must be quite blue only at 
some given spot, nor that a large spot ; and must be gradated 
from that into less pure blue — greyish blue, or greenish blue, 
or purplisli blue, over all the rest of the sx)ace it occupies. 
And this you must do in one of three ways : either, while the 
colour is wot, mix it with the coloui- which is to subdue it, 
adding gradually a little more and a little more ; or else, when 
the colour is quite dry, stiike a gradated touch of another 
colour over it, leaving ouly a i)oiut of the first tint \dsible : or 
else, lay the subduing tints on in smjill touches, as in the ex- 
ercise of tinting the chess-board. Of each of these methods 
I have something to tell you separately : but that is distinct 
from the subject of gi-adation, which I must not quit without 
once more pressing upon you the preeminent necessity of in- 
troducing it everywhere. I have profound dislike of anything 
like habit of hand, and vet, in this one instance, I feel almost 
tempted to encourage you to get into a habit of never touch- 
ing paper with colour, ^\itliout securing a gradation. You 
will not in Turner's largest oil pictures, perhaps six or seven 
feet long by four or five high, find one spot of colour as large 
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OS a grain of wheat ungrmlatai : and you will find in practice, 
that brilliancy of hue, and vigour of light, and even the aspect 
of tranaparency in shade, are essentially dependent on this 
character alone ; hardness, coldness, and opacity resulting far 
more from equaiity of colour than irom nature of colour. 
Give me some inud off a city croasing, some ochre out of a 
gravel pit, a httle whitening, and some coal-Klust, and I will 
paint you a luminous picture, if you give me time to gi-adale 
my mud, and subdue my dust : hut though you bad the red 
of the niby, the blue of the gentian, enow for the light, and 
amber for the gold, you cannot paint a luminous picture, if 
you keep the masses of those colours unbroken iii purity, and 
unvarying in depth. 

6. Next note the three processes by which gradation and 
other characters are to be obtained : 

A. Slising while the colour is wet 

You may be confused by my first telling you to lay on the 
Lues in separate patches, and then telling you to mix hues to- 
gether as you lay them on : but the separate masses are to be 
laid, when coloura distinctly oppose each other at a given 
limit ; the hues to be mised, when they palpitate one through 
the other, or fade one into the other. It is better to err a ht- 
tle on the distinct side. Thus I told you to paint the dark 
and light sideu of the birch trunk sepai'ately, though in reahty, 
the two tints change, as the trunk turus away from the light, 
gradually one into the other ; and, after being laid separately 
on, will need some farther touching to harmonize them : but 
they do so in a very narrow space, marked distinctly all the 
way up the trunk ; and it is easier and safer, therefore, to 
keep them separate at first. Whereas it often happens that 
the whole beauty of two coloura will depend on the one being 
continued well through the other, and playing in the midst of 
it : blue and green often do so in water : blue and grey, or 
purple and scarlet, in sky ; in hundreds of such instances the 
most beautiful and truthful results maybe obtained by laying 
one colour into the other while wet ; judging wisely how far 
it will spread, or blending it with the brush in somewhat 
thicker consistence of wet body-colour ; only observe, never 
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mix in this way two mixtures ; let the colour you lay into the 
other be always a simple, not a compound tint 

B. Laying one colour over another. 

If you lay on a solid touch of vermilion, and, after it is quite 
dry, strike a little very wet carmine quickly over it you will 
obtain a much more briUiant red than by mixing the carmine 
and vermilion. Similarly, if yow lay a dark colour first, and 
strike a little blue or white body-colour Ughtly over it, you 
will get a more beautiful grey than by mixing the colour and 
the blue or white. In very perfect painting, artifices of this 
kind are continually used ; but I would not have yoxx trust 
much to them ; they are apt to make you think too much of 
quality of colour. I sliould like you to depend on little more 
than the dead colours, simply laid on, only observe always 
this, that the less colour you do the work with, the better it 
will always be : * so that if you have laid a red colour, and 
you want a purple one above, do not mix the purple on your 
palette and lay it on so thick as to overpower the red, but take 
a little thin blue from your palette, and lay it hghtly over 
the red, so as to let the red be seen through, and thus pro- 
duce the requu'ed purple ; and if you want a green hue over 
a blue one, do not lay a quantity of green on tlie blue, but a 
little yellow, and so on, always bringing tlie under colour into 
service as far as you possibly can. If, however, the colour be- 
neath is wholly ojjposed to the one you have to lay on, as, 
suppose, if green is to be liiid over scarlet, you must cither 
remove the required parts of the under colour daintily first 
with your knife, or with water ; or else, lay solid white over 
it massively, and leave that to dry, and then glaze the white 
with the upper colour. This is better, in general, than laying 
the upper colour itself so thick as to conquer the ground, 
which, in fact, if it be a transparent colour, you cannot do. 

* If colours were twenty times as costly as they are, we should have 
many more good painters. If I were Chancellor of the Exchequer I 
would lay a tax of twenty shillings a cake on all colours except black, 
Prussian blue, Vandyke brown, and Ohincso white, which I would leave 
for students. I don't say this jestingly; I believe such a tax would do 
more to advance real art than a great many schools of design. 
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ThuB, if you bave lo etrike warm boughs and leaves of trees 
over blue sky, and they are too intricate to have their places 
left for them in lajing the blue, it ia better to lay them tu-st in 
solid wbit«, and then glaze with sienna and ochre, than to mix 
the sienna and white ; though, of course, the process is longer 
and more troublesome. Nevertheless, if the forma of touches 
required are very delicate, the after glazing is impossible. 
You must then mix the warm colour thick at once, and so use 
it : and this is often necessary for delicate grasses, and such 
other fine threads of light in foregroimd work. 

C. Breaking one colour in small points through or over an- 
other. 

This is the moat important of all processes in good modem* 
oil and water-colour painting, but you need not hope to attain 
very great skill ia it. To do it well is very laborious, and re- 
quires such skill and delicacy of hand as can only be acqmred 
by unceasing practice. But you will find advantage in noting 
the following points : 

(a.) In distant effects of rich subjects, wood, or rippled 
water, or broken clouds, much may be done by touches or 
crumbling dashes of rather drj- colour, with other colours af ter- 
iSTirda put cunningly into the interstices. The more you prac- 
tise tliia, when the subject evidently calls for it, the more your 
eye will enjoy the higher qualities of colour. The process is, 
in fact, the carrying out of the principle of separate colours 
to the utmost possible refinement ; using atoms of colour in 
juxtaposition, instead of large sjjaces. And note, in filling up 
minute interstices of this kind, that if j'ou want the colour 
you fill them with to show brightly, it is better to put a rathei- 
positive point of it, with a little white left beside or round it 
in the interstice, than to put a pale tint of the colour over the 
whole interstice. I'ellow or orange will hardly show, if pale, 
in small spaces ; but they show brightly in firm touches, how- 
ever small, with whit« beside them. 

ib.) If a colour is to be darkened by superimposed portions 

" I say modern, becauBu Tilinn'a quiet ws_t of blBTnilng colours, which 
IB lh« purfeclly 'iglit one, is not uiiderntood nnw bv ail}' nrliBt. The heat 
oulour WB renoh is got hy etippliufi ; bul this not quile right 
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of another, it is, in many cases, better to lay the uppermost 
colour in rather vigorous small touches, like finely chopped 
straw, over the under one, than to lay it on as a tint, for two 
reasons : the fii'st, that the play of the two colours together is 
pleasant to the eye ; the second, that much expression of form 
may be got by wise administration of tlie upper dark touchea 
In distant mountains they may be made pines of, or broken 
crags, or villages, or stones, or whatever you choose ; in clouds 
they may indicate the direction of the rain, the roll and out- 
line of the cloud masses ; and in water, the minor waves. All 
noble effects of dark atmosphere are got in good water-colour 
drawing by these two expedients, interlacing the colours, or 
retouching the lower one with fine darker drawing in an 
upper. Sponging and washing for dark atmospheric effect is 
barbarous, and mere tyro's work, though it is often useful for 
passages of delicate atmospheric light. 

(c.) When you have time, practice the production of mixed 
tints by interlaced touches of the pure colours out of which 
they are formed, and use the process at the parts of your 
sketches where you wish to get rich and luscious effects. Study 
the works of William Hunt, of the Old Water-colour Society, 
in this respect, continually, and make frequent memoranda 
of the variegations in flowers ; not painting the flower com- 
pletely, but layiug the ground colour of one petal, and paint- 
ing the spots on it with studious precision : a series of single 
i^tals of lilies, geraniums, tulips, &c., numbered with proper 
reference to their position in the flower, will be interesting to 
you on many grounds besides those of art. Be careful to get the 
(jradated distribution of the spots well followed in the calceo- 
larias, foxgloves, and the like; and work out the odd, indefinite 
hues of the spots themselves with minute grains of pure inter- 
Liced colour, otherwise you will never get tlieir richness or 
bloom. You will be sui-prised to find, as you do this, first 
the universality of the law of gradation we have so much in- 
sisted upon ; secondly, that Nature is just as economical of 
hor fine colours as I have told you to be of yours. You would 
think, bj the way she paints, that her colours cost her some- 
thing enoiinoub ; she will only give you a single pure touch, 
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just wliore the petal turns into ligbt ; but down in the bell all 
18 subdued, nnd under the petal all is subdued, even in the 
sliowieat flower. What you thought waa bright blue id, when 
yon look close, only dusty grey, or green, or purple, or every 
colour in the world at once, only a single gleam or streak of 
pure blue in the centre of it And so with all her colours. 
Sometimes I hnvo really thought her miserliness intolerable : 
in n gentian, for instance, the way she economises her ultra- 
marine down in the bell is a little too had. 

Next, respecting general ione. I said, just now, that, Cor 
the sake of stndents, my tax uhoiild not be laid on black or 
on white pigments ; but if you mean to be a colourist, you 
must lay a tax. on them yourselves when you begin to use true 
colour ; that is to say, you must use them little and make ol 
them much. Tbero is no better test of your colour tones be- 
ing good, than your having made the white in your picture 
precious, and the bla^k conspicuous. 

I say, first, the white precious. I do not mean merely glit- 
tering or brilliant ; it is easy to scratch white seagulls out of 
black clouds and dot clumsy foliage with chalky dew ; but, 
when white is well managed, it ought to be strangely deli- 
cious — tender aa well as bright — like inlaid mother of pearl, or 
wkit« roses washed in mitk. Tlie eye ought to seek it for 
rest, brilliant though it may be ; and to feel it as a space of 
strange, heavenly paleness in the midst of the flushing of the 
colours. This efi'ect you can only reach by general depth of 
middle tint, by absolutely refusing to allow any white to esist 
except where you need it, and by keeping the white itself sub- 
dlied by grey, except at a few points of chief lustre. 

Secondly, you must make the black conspicuoua How- 
ever small a point of black may be, it ought to catch the eye, 
otherwise your work is too heavy in the shadow. All the or- 
dinary aliadows should be of some ro/fJHr— never black, nor 
approaching black, they should be evidently and always of a 
luminoua nature, and the black should look strange among 
them ; never occurring except in a black object, or in small 
points indicative of intense shade in the very centre of masses 
of shadow. Shadows of absolutely negative grey, however. 
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may be beautifully used with white, or with gold ; but still 
though the black thus, in subdued strength, becomes spa- 
ciouH, it should always be conspicuous ; the spectator should 
notice this grey neutraUty with some wonder, and enjoy, all 
the more intensely on account of it, the gold colour and 
the white which it relieves. Of all the great colourists 
Velasquez is the greatest master of the black chords. His 
black is more precious than most other people's crimson. 

It is not, however, only white and black which you must 
make valuable ; j'ou must give rare worth to every colour you 
use ; but the white and black ought to separate themselves 
quaintly from the rest, while the other coloura should be con- 
tinually passing one into the other, being all evidently com- 
panions in the same gay world ; while the white, black, and 
neutral grey should stand monkishly aloof in the midst of 
them. You may melt your crimson into purple, your purple 
into blue and your blue into green, but you must not melt any 
of them into black. You should, however, trj^ as I said, to 
give preciousness to all your colours ; and this especially by 
never using a grain more than will just do the work, and 
giving each hue the highest value by opposition. All fine 
colouring, like fine drawing, is delicate ; and so delicate that 
if, at Last, you see the colour you are putting on, you are put- 
ting on too much. Yon ought to feel a change wi-ought in 
the general tone, by touches of colour which iudi>'idually are 
too pale to be seen ; and if there is one atom of any colour in 
the whole picture which is unnecessary to it, that atom hurts 
it. 

Notice also, tliat nearly all good compound colours are odd 
colours. You shall look at a hue in a good painter's work ten 
minutes before you know what to ciill it. You thought it was 
brown, presently, you feel that it is red ; next that there is, 
somehow, yellow in it ; presently afterwards that there is blue 
in it. If you tiy to copy it you will always find your colour 
too warm or too cold— no colour in the box will seem to have 
any afliiiity with it ; and yet it will be as j^ure as if it were 
Liid at a single touch with a single colour. 

As to the choice and harmony of colours in general, if you 
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caonot choose and harmonize them by instinct, jou will never 
do it at alL If yoii need examples of utterly harsh and horri- 
ble colour, you may find plenty given in treatises upon colour- 
ing, to illustrate the laws of harmony ; and if you want to 
colour beautifully, colour as best pleases yourself at quiet 
times, not so as to catch the eye, nor to look as it it were 
clever or difficult to colour in that way. but so that the colour 
may be pleasant to you when you are happy, or thoughtfuL 
Look much at the morning and evening sky, and much at 
fiimple flowers — dog-roses, wood hyacinths, violets, poppies, 
thistles, heather, and auch like — as Nnture arranges them ia 
the woods and fields. If ever any scientific person tells you 
that two colours are " discordant," niuke a note of the two 
colours, and put them together whenever you can, I have 
actually heard people say that blue and green were discord- 
ant ; the two colours which Nature seeniB to intend never to be 
separated and never to be felt, either of them, iu its full beauty 
without the other ! — a peacock's neck, or a blue aty through 
green leaves, or a blue wave with green hghta though it, being 
precisely the lovehest things, next to clouds at sunrise, in this 
coloured world of ours. If you have a good eye for colours, you 
will soon find out how constantly Nature puts purple and green 
together, pui-ple and scarlet, green and blue, yellow and neu- 
tral grey. Bind the like ; and how she atrikes tlieae colour-con- 
cords for general tones, and then works into them with innu- 
merable subordinate ones ; and you will gradually come to 
like what she does, and find out new and beautiful chorda of 
colour in her work every day. If you enjoy them, depend 
upon it you will paint them to a certain point right ; or, at 
least, if you do not enjoy them, you are certain to paint them 
wrong. If colour does not give you intense pleasure, let it 
alone ; depend upon it, you are only tormenting the eyes and 
senses of people who feel colour, whenever you touch it ; and 
that is unkind and improper. You will find, also, your power 
of colouring dej)end much on your state of health and right 
balance of mind ; when you are fatigued or ill you wdl not 
see colours well, and when you are ill-tempered you will not 
choose them well : thus, though not iufalhhly a test of char- 
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acier in indi\iduals, colour power is a great sign of mental 
health in nations ; when they are in a state of intellectual de- 
cline, their colouring always gets dull.* You must also take 
great care not to be misled by affected talk about colour from 
people who have not the gift of it : numbers are eager and 
voluble about it who probably never in all their lives received 
one genuine colour-sensation. The modern religionists of the 
school of Overbeck are just like people who eat slate-pencil 
and chalk, and assure everybody that they are nicer and purer 
than strawbemes and plums. 

Take care also never to be misled into any idea that colour 
can help or display form ; colour f always disguises form, 
and is meant to do so. 

It is a favourite dogma among modem writers on colour 
that "warm colours" (reds and yellows) "approach" or ex- 
press nearness, and " cold coloura " (blue and grey) " retire " 
or express distance. So far is this from being the case, that 
no expression of distance in the world is so great as that of 
the gold and oi-ange in twilight sky. Colours, as such, are 
ABSOLUTEI.Y iucxpressivc respecting distance. It is their quality 
(as depth, delicacy, &c.) which expresses distance, not their 

* The worst general character that colour can possibly have is a prev- 
alent tendency to a dirty yellowish green, like that of a decaying lieap 
of vegetables ; this colour is atxuratdy indicative of decline or paralysis 
in missal- painting. 

f That is to say, local colour inherent in the object. The gradations 
of colour in the various shadows belonging to various lights exhibit form, 
and therefore no one but a colourist can ever dirvLVf forms perfectly (see 
** Modern Painters," vol. iv. chap. iii. at the end) ; but all notions of ex- 
plaining form by superimposed colour, as in architectural mouldings, 
are Jibsurd. Colour adorns form, but does not interpret it. An apple is 
prettier, because it is striped, but it does not look a bit rounder ; and a 
cheek is pn'ttier because it is flushed, but you would see the form of tlie 
cheek bon*; better if it were not. Colour may, indeed, detach one shai»e 
from another, as in grounding a bas-relief, but it always diminishes 
the appearance of projection, and whether you put blue, purple, red, 
yellow, or green, for your ground, the bas-relief will be just a3 clearly 
or just as imperfectly relieved, as long as the colours are of etjual depth. 
The blue ground will not retire the hundredth pai't of an inch more 
than the red one. 
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tint A blue bandbox set on the same shelfwith ayellowoue 
will not look an incli further off, but a red or orange cloud, in 
Uie upper sty, will alwaya appear to be beyond a blue doud 
close to us, as it is in reality. It is quite true that in certain 
objects, blue is a fign of distance ; but that is not because 
blue la a retiring colour, but because the mist in the air is 
blue, and therefore any warm colour which lias not strength 
of light enough to pierce the mitit is lost or subdued in its 
blue : but blue is no more, on this account, a "retiring col- 
our," than brown is a retiring colour, because, when stones 
are seen through brown water, the deeper thej' lie the browner 
they look ; or than yellow is a retiring colour, because when 
objects are seen through a London fog, the farther off they 
are the yellower they look. Neither blue, noryellow, nor red, 
can have, as such, the smallest power of expressing either near- 
ness or distance : they express them only under the peculiar 
circumstances which render them at the moment, or in that 
place, signs of nearness or distance. Thus, vivid orange in an 
orange is a sign of nearness, for if you put the orange a great 
way off, its colour will not look so bright ; but rivid orange 
in sky is a sign of tliatance, because you cannot get the colour 
of orange in a cloud near you. So purple in a violet or a 
hyacinth is a sign of nearness, because the closer 3"ou look at 
them the more purple you see. But purple in a mountain is 
a sign of distance, because a mountain close to you is not 
purple, but green or grey. It may, indeed, be generally as- 
sumed that a tender or pale colour will more or less express 
distance, and a powerful or dark colour nearness ; but even 
this is not always so, Heatheiy hills will usually give a pale 
and tender purple near, and an intense and dark purple far 
away ; the rose colour of sunset on snow is pale on the snow 
at your feet, deep and full on the snow in the distance ; and 
the green of a Swiss lake is pale in the clear waves on the 
beach, but intense as an emei-ald in the snnstreak, sue miles 
from shore. And in any case, when the f oregroimd is in strong 
light, with much water about it, or whita surface, casting in- 
tense reflections, all its colom's may be perfectly delicate, pale, 
and faint ; while the distance, when it ia in shadow, may re- 
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lieve the whole foreground with intense darks of purple, blue 
green, or ultramarine blue. So that, on the whole, it is quite 
hopeless and absurd to expect any help from laws of " aerial 
perspective." Look for the natural effects, and set them down 
as fully as you can, and as faithfully, and never alter a colour 
because it won't look in its right place. Put the colour 
strong, if it be strong, though far off ; faint, if it be faint, 
though close to you. Why should you suppose that Nature 
always means you to know exactly how far one thing is from 
another ? She certainly intends you always to enjoy her col- 
ouring, but she does not wish you always to measure her 
space. You would be hard put to it, every time you painted 
the sun setting, if you had to express his 95,000,000 miles of 
distance in " a^irial perspective." 

There is, however, I think, one law about distance, which 
has some claims to be considered a constant one : namely, 
that dullness and heaviness of colour are more or less indica- 
tive of nearness. All distant colour is pure colour : it may 
not be bright, but it is clear and lovely, not opaque nor soiled ; 
for the air and light coming between us and any earthy 
or imperfect colour, purify or harmonise it ; hence a bad 
colourist is peculiarly incapable of expressing distance. I do 
not of course mean that you are to use bad colours in your 
foreground by way of making it come forward ; but only that 
a failure in colour, there, will not put it out of its place ; 
while a failure in colour in the distance will at once do awav 
with its remoteness : your dull-coloured foregi'ound will still 
be a foreground, though ill-jiainted ; but your ill-painted 
distance will not be merely a dull distance, — it will be no 
distance at alL 

I have only one thing more to advise you, namely, never to 
colour petulantly or hurriedly. You will not, indeed, be able, 
if you attend properly to your colouring, to get anything like 
the quantity of form you could in a chiaroscuro sketch ; never- 
theless, if you do not dash or rush at your work, nor do it 
lazily, you may always get enough form to be satisfactory. An 
extra quarter of an hour, distributed in quietness over the 
course of the whole study, may just make the difference 
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between a quite intelligible drawing, cind a Blovenlj tind 
obscure one. If you determine well beforehand what outline 
eacli piece of colour is to have ; and, when it is on the paper, 
guide it without nervousness, as far aa you can, into the form 
required ; and then, after it ia dry, eonaider thoroughly what 
touches tti-e needed to complete it, before laying one of them 
on ; you will be surprised to find how masterly the work will 
soon look, as compared with a hurried or ill-considered sketch. 
In no process that I know of — least of all in sketching— can 
time be really gained by precipitation. It ia gained only by 
caution ; and gained in all sorts of ways : for not only ti'uth 
of form, but force of light, is alwjj-s added by an intelligent 
and shapely laying of the shadow colours. You may often 
make a simple flat tint, rightly gradated and edged, express a 
complicated piece of subject without a single retouch. The 
two Swiss cottages, for instance, with their balconies, and 
glittering windows, and general character of shingly eaves, are 
expreased in Fig.30.,with 
one tint of grey, and a 
few dispersed spots and 
lines of it ; all of which 
you ought to be able to 
lay on without more than 
thrice dipping your 
brush, and without a 
single touch after the = 
tint is dry. 

Herp, then, for I cannot 
without coloured illustra- 
tions tell you more, I must leave you to follow out the subject 
for yourself, with such help as you may receive from the water- 
colour drawings accessible to you ; or from any of the little 
treatises on their art which have been published lately by our 
water-colour pninfera,* Bat do not trust much to works of this 
kind. You may get -valuable hints from them as to mixture 

• See, however, at tlic close of this letler, the 
eoiineclcd witli tha management at colour, under the head " 
Uarmou/.'' 
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of colours ; and here and there you will find a useful artifice 
or process explained ; but nearly all such books are written 
only to help idle amateurs to a meretricious skill, and they 
are full of precepts and principles which may, for the most 
part, be interpreted by their precise negatives, and then acted 
wpon with advantage. Most of them praise boldness, when 
the only safe attendant spirit of a beginner is caution ; — 
advise velocity, when the first condition of success is delibera- 
tion ; — and plead for generalisation, when all the foundations 
of power must be laid in knowledge of specialty. 

And now, in the last place, I have a few things to tell you 
respecting that dangerous nobleness of consummate art, — Com- 
KismoN. For though it is quit« unnecessary for you yet 
awhile to attempt it, and it maj/ be inexpedient for you to at- 
tempt it at all, you ought to know what it means, and to look 
for and enjoy it in the art of others. 

Composition means, hterally and simply, putting several 
things together, so as to make one thing out of them ; the 
nature and goodness of which they all have a share in produc- 
ing. Thus a musician composes an air, by putting notes to- 
gether in certain relations ; a poet composes a poem, by put- 
ting thoughts and words in pleasant order ; and a painter a 
picture, by putting thoughts, forms, and colours in pleasant 
order. 

In all these cases, observe, an intended unity must be the 
result of composition. A paviour cannot be said to compose 
the heaj) of stones which he emi)tie8 from his cart, nor the 
sower the handful of seed which ho scattei's from his hand. 
It is the essence of composition that everything should be in 
a determined place, perform an intended part, and act, in 
that part, advantageously for everything that is connected 
with it. 

Composition, understood in this pure sense, is the type, in 
the arts of mankind, of the Providential government of the 
world.* It is an exliibition, in the order given to notes, or 
colours, or forms, of the advantage of perfect fellowship, dis- 

* See fartliur, on this subject, ** Modern Painters,'' vol. iv. chap. viiL 
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cipiine, and contentment. In a well-composed air, no note, 
however short or low, can be apared, but the least is na neces- 
sary as the greatest : no note, however prolonged, is tedious ; 
Ijut the others prepiire for, and are benefited by, its duration ; 
no note, however high, is tyraunous ; the others prepare for 
and are benefited by, its exaltation : no note, however low. Is 
overpowered, the others prepare for, and sympathise with, its 
Immility : and the result is, that each and every note has a 
value in the position assigned to it, whieh by itself, it never 
posBessed, and of which by sepitratiou fiom the others, it 
would instantly be deprivefh 

Similarly, in a good poem, each word and thought enhances 
the value of those which precede and follow it ; and evei^ syl- 
lable baa a loveliness which depends not so much on its ab- 
stract sound as on its position. Look at the same word in a 
dictionary, and you will hai'dly recognise it. 

Much more in a great picture ; every line and colour is so 
arranged as to atlvantage the rest. None are inessential, 
liowever slight ; and none are independent, however forcible. 
It is not enough that they truly represent natural objects ; but 
they must fit into certain places, and gather into certain har- 
monious groups : so that, for instance, the red chimney of a 
cottage is not merely set in its place as a chimney, but that it 
may affect, in a certain way pleasurable to the eye, the pieces 
of green or blue in other parts of the picture ; and we ought 
to see that the work is masterly, merely by the positions and 
quantities of these patches of green, red, and blue, even at a 
distance which renders it perfectly impossible to determine 
what the colours represent : or to see whether the red is n 
chimney, or an old woman's cloak ; ond whether the blue is 
smoke, sky, or water. 

It seems to be appointed, in order to remind us, in aU we 
do, of the great laws of Divine government and human polity, 
that composition in the arts should strongly affect every order 
of mind, however unleai'ned or tbougbtlesa Hence the pop- 
ular delight in rhythm and meti-e, and in simple musical 
melodies. But it is also ap|)ointed that poioer of composition 
in the fine arts should be an exclusive attribute of great intellect. 
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All men can more or less copy what they see, and, more or 
less, remember it : powers of reflection and investigation are 
also common to us all, so that the decision of inferiority in 
these rests only on questions of degree. A. has a better mem- 
ory than B., and C. reflects more profoundly than D. But 
the gift of composition is not given at all to more than one 
man in a thousand ; in its highest range, it does not occur 
above three or four times in a century. 

It follows, from these general truths, that it is impossible to 
give rules which will enable you to compose. You might 
much more easily receive rules to enable you to be witty. If 
it were possible to be witty by rule, wit would cease to be 
either admirable or amusing : if it were ix)ssible to com|x>se 
melody by rule, Mozart and Cimarosa need not have been 
born : if it were possible to comix)se pictures by rule, Titian 
and Veronese would be ordinary men. The essence of com- 
position lies precisely in the fact of its beiug unteachable, in 
its being the operation of an individual mind of range and 
power exalted above others. 

But though no one can ini^enl by rule, there are some sim* 
pie laws of arrangement which it is well for you to know, be- 
cause, though they will not enable you to produce a good pict- 
ure, they will often assist you to sot forth what goodness maj 
be in your work in a more tellin<;r way than you could have 
done otherwise ; and by traeiu^ them in the work of jrood 
composers, you may better uuderstund the grasj) of their 
imagination, and the power it possesses over their materials. 
I shall briefly state the chief of these laws. 

1. TUE LAW OF PrJNCir.UJTY. 

Tlio groat object of comjiosition being always to secure 
unity ; that is, to make out of many tilings one whole ; tlio 
first mode in which this can be eftected is, by detcnninincr 
that one feature shall be more important than all the rest, and 
that the others shall group with it in subordinate positions. 

This is the simplest law of ordinary ornamentation. Thus 
the group of two leaves, a. Fig. 81., is unsatisfactory, because 
it has no leading leaf ; but that at h U prettier, because it has 
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a hefld or master leaf ; and c more satisfactory atill, because 

the EubordinatioQ of the other members to this bead leiif m 

made more tnauifeat by their 

gradiml loss of size as they Ml _ ^ 

back from it Hence part of ^^^ 

the pleasure we Lave in the 

Greek honeysuckle ornament, * S o 

and such otliera. *^"'* ^^" 

Thus, also, good pictm-es have always one hgbt larger or 
brighter than the other lighte, or one figure more prominent 
than the other figures, or one mass of colour domiuaiit over all 
the other masses ; and in general you will find it much bene- 
fit your sketch if you manage that there shall be one bght on 
the cottage wall, or oue blue cloud in the sky, which may attract 
the eye as leading light, or leading gloom, above all others. 
But the observance of the rule is often so cunningly concealed 
by the great composers, that its force is hardly at first ti-ace- 
able ; and you will generally find that they are vulgar picturea 
in which the law is slrUdngly mnnifesL This may be simply 
illustrated by musical melody ; for instance, in such phrases 
OS this : 



#^j.- ^C-f- J>r-f-V-i.- -f 



one note (here the upper o) rules the whole passage, and baa 
the full energy of it concentrated in itself. Such passages, 
correspondiug to completely subordiuated compositions in 
painting, are apt to be wearisome if often repeated. But in 
such a phrase as this ; 




I it is very difficult to say, which is the principal note. The a 
- in the last bai' iu lightly dominant, but there is a very equal 
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current of power running through the whole ; and such pas- 
sages rarely weary. And this principle holds through vast 
scales of arrangement ; so that in the grandest compositions, 
such as Paul Veronese's Marriage in Cana, or Raphaers Dis- 
puta, it is not easy to fix at once on the principal figure ; and 
very commonly the figure which is really chief does not catch 
the eye at first, but is gradually felt to be more and more 
conspicuous as we gaze. Thus in Titian's grand composition 
of the Cornaro Family, the figure meant to be principal is a 
youth of fifteen or sixteen, whose portrait it was evidently the 
painter's object to make as interesting as possible. But a 
grand Madonna, and a St. George with a drifting banner, and 
many figures more, occupy the centre of the picture, and first 
catch the eye ; little by little we are led away from them to a 
gleam of pearly light in the lower comer, and find that, from 
the head which it shines upon, we can turn our eyes no more. 

As, in every good picture, nearly all laws of design are more 
or less exemplified, it will, on the whole, be an easier way of 
explaining them to analyse one composition thoroughly, than 
to give instances from various works. I shall therefore take 
one of Turner's simplest ; which will allow us, so to speak, 
easily to decompose it, and illustrate each law by it as we 
proceed. 

Figure 82. is a rude sketch of the arranpfement of the whole 
subject ; the old bridge over the Moselle nt Coblentz, the 
town of Coblentz on the right, Ehrenbreitstcin on the left 
The leading or master feature is, of course the tower on the 
bridge. It is kept from being too principal by an important 
p^oup on each side of it ; the boats, on the right, and Ehren- 
breitstein beyond. The boats are large in mass, and more 
forcible in colour, but they are broken into small divisions, 
while the tower is simple, and therefore it still leada Ehren- 
brcitstein is noble in its mass, but so reduced by atrial per- 
spective of colour that it cannot contend \\'ith the tower, which 
therefore holds the eye, and becomes the key of the picture. 
We shall see presently how the very objects which seem at 
first to contend with it for the mastery are made, occultly to 
increase its preeminence. 
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Another important nieana of expressing unity is to mark 
Bome kinJ of Hyinpatby among the different objects, and per- 
haps the pleasanteat, because moat surprising, kind of Bjm- 
patby, is when one group imitates or repeats another ; not in 
the way of balance or symmetry, but subordinately, like a far- 
away and broken echo of it. Prout has insisted much on this 
law in aJl bis writings on composition ; and I think it ia eyen 




more authoritatively present in the minds of most great com- 
posers than the law of principality. It is quite curious to see 
the pains that Turner sometimes takes to echo an important 
passage of colour ; in the Pembroke Castle for instance, there 
are two fishing-boats, one with a red, and another with a white 
sail In a line with them, on the beach, are two fish in pre. 
cisely the same relative positions ; one red and one white. It 
is observable that he uses the artifice cliiefly in pictures where 
Le wishes to obtain an expression of repose : in my notice of 
the plate of Scarborough, in the series of the "Harbours of 
England," I have already had occasion to dwell on this point ; 
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and I extract in the note * one or two sentences which explain 
the principle. In the composition I have chosen for our illus- 
tration, this reduplication is employed to a singular extent. 
The tower, or leading feature, is first repeated by the low echo 
of it to the left ; put your finger over this lower tower, and see 
how the picture is spoiled. Then the spires of Coblentz are 
all arranged in couples (how they are arranged in reality does 
not matter ; when we are composing a great picture, we must 
play the towers about tiU they come right, as fearlessly as if 
they were chessmen instead of cathedrals). The dual arrange- 
ment of these towers would have been too easily seen, were it 
not for a little one which pretends to make a triad of the last 
group on the right, but is so faint as hardly to be discernible : 
it just takes off the attention from the artifice, helped in doing 
so by the mast at the head of the boat, which, however, has 
instantly its own duplicate put at the stem.f Then there is 
the large boat near, and its echo beyond it. That echo is di- 
vided into two again, and each of those two smaller boats has 
two figures in it ; while two figures are also sitting together 
on the great rudder that lies half in the water, and half aground. 
Then, finally, the great mass of Ehrenbreitstein, which ap- 
pears at first to have no answering form, has almost its fac- 
simile in the bank on which the girl is sitting ; this bank is 
as absolutely essential to the completion of the picture as any 
object in the whole series. All this is done to dee2)en the ef- 
fect of repose. 

Symmetry or the balance of parts or masses in nearly equal 
opposition, is one of the conditions of treatment under the 

* '*Iii general, throughout Nature, reflection and repetition are jx-ace^ 
ful things, associated with the idea of quiet succession in events, that 
one day should be like another day, or one history the repetition of an- 
other history, being more or less results of quietness, while dissimilarity 
and non -succession are results of interference and disquietude. Thus, 
though an echo actually increases the quantity of sound heard, its rep- 
etition of the note or svUable cfives an idea of calmness attainal»le in no 
other way ; hence also the feeling of calm given to a landscape by the 
voice of a cuckoo. * 

f This is obscure in the rude woodcut, the masts being so delicate 
that they are confused among the lines of reflection. In the original 
they have orange light upon them, relieved against purple behind. 
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law of BepetitioD. For tlie oppoeitiou, iu a Bjmmetrical 6b- 
ject, is of like thiugs reflecting each other ; it \s not the bal- 
ance of contrary naturea (lilte that of day and night) but of 
like naturea or like forms ; one side of a leaf being ^t like the 
reflection of the other in water. 

Symmetry in Nature is, however, never formal nor accurate. 
She takes the greatest care to secure some difference between 
the corresponding things or parts of things ; and an approx- 
imation to accurate symmetry is ouly permitted iu animals 
because their motions secure perpetual difference between the 
balancing ports. Stand before a min-or ; hold yom- arms in 
precisely the same position at each side, your head upright 
your body straight ; divide your hair exactly in the middle, 
and get it as nearly as you can into esactly the same shape 
over each ear, and you will see the effect of accurate symme- 
try ; you will flee, no less, Low all grace and power in the 
human form result from the interference of motion and life 
with eymmetry, and from the reconciliation of its bdance with 
its change fulness. Your position, as seen in the mirror, is 
the highest typo of symmetry as understood by modem ar- 
chitects. 

In many sacred compositions, living symmetry, the balance 
of harmonious oppouites, is one of the profoundest sources of 
their power : almost any works of the early painters, Angelico, 
Penigiuo. Giotto, Ac, will furnish you with notable instances 
of it. The Madonna of Pemgino in the National Gallery, with 
the angel Michael on one side and Raphael op the other, is as 
beautiful an example as you can have. 

In landscape, the principle of balance is more or less carried 
out, in proportion to the wish of the painter to espreas dis- 
ciplined calmness. In bad compositions as in bail archi- 
tecture, it is formal, a tree on one side answering a tree on 
the other ; but in good compositions, as in graceful statues, it 
is alwaj's easy, and sometimes hardly traceable. In the Co- 
blentz, however, you cannot have much difficiJty in seeing how 
the boats on one side of the tower and the figures on the other 
are set in nearly equal balance ; the tower, as a central mass 
uniting both. 
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3. THE LAW OF COXTDfUITY, 

Another important and pleasurable way of expressing unitr, 
is by giving some orderly succession to a number of objects 
more or less similar. And this succession is most interesting 
when it is connected with some gradual change in the aspect 
or character of the objects. Thus the succession of the j^ilhirs 
of a cathedral aisle is most interesting when they retire in 
l)ei"si>ective, becoming more and more obscure in distance ; so 
the succession of mountain promontories one behind another, 
on the flanks of a valley ; so the succession of clouds, fading 
farther and farther towards the horizon ; each promontory 
and each cloud being of different shape, yet all evidently fol- 
lowing in a calm and apjwintcd order. If there be no change 
at all in the 8ha2)e or size of the objects, there is no continuity ; 
there is only repetition — monotony. It is the change in shape 
which suggests the idea of their being individually free, and 
able to escape, if they liked, from the law that rules them, 
and yet submitting to it. I will leave our chosen illustrative 
composition for a moment to take up another, still more ex- 
pressive of this law. It is one of Turner s most tender studies, 
a sketch on Calais Sands at sunset ; so delicate in the cxi)ros- 
sioii of wave and cloud, that it is of no use for nie to trv to 
roach it with any kind of outline in a woodcut ; but the rough 
sketch, Fig. 33., is enough to give an idea of its aiTangement. 
Tlie aim of the painter has been to give the intensest expres- 
sion of repose, together with the enchanted lulHng, nu^noto- 
nous motion of cloud and wave. ^Vll the clouds arc monn^r 
in innumerable ranks after the sun, meeting towards the 
j)oint hi the Ijorizon where he has set ; and the tidal waves 
gain in winding currents upon the sand, with tljat stealthy 
Jiaste in which they cross each other so quietly, at their edges : 
just folding one over another as they meet, like a little }>iecc 
of rullled silk, and leaping up a little as two children kiss and 
clap tlicir hands, and then going on again, each in its silent 
hurry, drawing poinled arches on the sand as their thin edges 
intersect in parting ; but all this would not have been enougli 
expressed without the line of the old pier-timbei*s, black with 
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veeds, Btrained and beut bj tbe Btorin waves, and now seem- 
iug to stoop in foUowiiig one Hiiother, like dark ghosts escap- 
ing slowly from the cruelty of tlie pui-auing sea. 

I need not, I liope, point out to tbe reader tlie illuBtratiou 
of this law of continuance in tlie subject cliosen for our gen- 
eral illustration. It wns simply that gradual succession of the 
retiring arches of the bridge which induced Turner to paint 
the subject nt all ; and it was this same principle which led 
him nlwaja to seize on subjects including long bridges where- 
ever he could find them ; but cspocialiy, observe, unequal 




bridges, having the highest arch at one side ralher than at 
the centre. There is a reason for this, uTespeetive of general 
Laws of composition, and connected -with the nature of rivers, 
which I may as well stop a minute to tell you about, and let 
you rest from the study of composition. 

All rivers, small or large, agree in one character, they tike 
to lean a little on one side : they cannot bear to have their 
channels deepest in the middle, but will always, if they can, 
baTe one bank to sun themselves upon, and another to get 
cool under ; one sliingly shore to play over, where they may 
be shallow, and foolish, and childlike, and another steep shore, 
under which they can pause, and purify themselves, and get 
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their strength of waves fully together for due occasion. 
Rivers in this way are just like wise men, who keep one side 
of their life for play, and another for work ; and can be brill- 
iant, and chattering, and transparent, when they are at ease, 
and yet take deep counsel on the other side when they set 
themselves to their main pui-pose. And rivers are just in this 
dinded, also, like wicked and good men : the good rivers have 
serviceable deep places all along their banks, that ships can 
sail in ; but the wicked rivers go scoopingly irregularly under 
their banks until they get full of strangling eddies, which no 
boat can row over without being twisted against the rocks ; 
and pools like wells, which no one cxm get out of but the 
water-kelpie that Hves at the bottom ; — but, wicked or good, 
tlie rivers all agree in having two kmds of sides. Now the 
natural wav in which a villa<j:e stonemason therefore throws 
a bridge over a strong stream is, of coui-sc, to build a great 
door to let the cat through, and little doors to let the kittens 
through ; a gi-eat arch for the great current, to give it i*oom 
in flood time, and little ai'ches for the little cuiTeuts along 
the shallow shore. This, even without any prudential respect 
for the floods of the great current, he would do iu simple 
economv of work and stone ; for the smaller vour arches are, 
the less lujiterial vou want on their ilanks. Two arches over 
the same span of river, supposin«j^ the butments are at the 
same depth, are clioaper than one, and that by a great deal ; 
so that, where the current is shallow, the village mason makes 
his arches many and low ; as the water gets deeper, and it 
becomes troublesome to build his piers up from the bottom, 
he throws his arches wider ; at last he comes to the deep 
stream, and, as he cannot build at the bottom of that, he 
throws his largest arch over it with a leap, and with another 
little one or so gains tlie oi)posite shore. Of course as arches 
are wiiUu* thev must be lii«dier, or thev will not stand ; so the 
roadway must rise as the arches widen. And thus we have 

ft 

the general type of bridge, with its highest and widest arch 
towards one side, and a train of minor arches running over 
the Hat shoi'e on the other ; usually a steep bank at the river- 
side next the large arch ; always, of course, a flat shore on 
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the side of the small ones ; and the bend of the river lissuredly 
concave towards this flat, cutting round, with n aweep intu 
the steep bank ; or, if there is no steep bank, still assuredly 
cutting into the shore at the steep end of the bridge. 

Now this kind of bridge, Byrapathising, as it does, with the 
epirit of the river, and mai'king the nature of the thing it has 
to deal with and conquer, is the ideal of a bridge ; and all eu- 
deavoura to do the thing in a grand engineer's manner, with 
a level roadway and equal arches, are barbarous ; not only be- 
cause all luonotonoua forms are ugly in lliemselves, but be- 
cause the mind x^erceives at once that there has been cost 
uselessly thrown away for the sake of formality.* 

"Well, to return to our continuity. We see that the Tur- 
nerian bridge in Fig. 32. is of the absolutely perfect type, and 
is still farther interesting by having its main arch crowned by 
a watch-tower. But aa I want you to not« especially what 
perhaps was not the case in the real bridge, but is entirely 
Turner's doing, you will find that though the arches diminish 
gradually, not one is Tegutarhj diminished — they are all of 

" ThB rost of art in getting a bridge luvel ia aheayt lost, (or jou mast 
get up to tlie hulghl ot [hu cmitrul aroli at any rate, and you ouly can 
moke tliD whole bridge level by putting the liill farttier bock, and pre- 
tending to bare got rid of it vrlien you have not, but bave only wasted 
money in building an uuueceEsory embank in en L Of couree, the bridge 
fibouid not be difficultly or dangerously sleep, but tbe necessary slope, 
wbalever It may be, Ehould be in tbe bridge itsvlf, oa far as tbe bridge 
can take it, and not pusbed aside into the approaob, as in our Waterloo 
road; tbe only rational excuse for doing wbicb is that when the slope 
must be long it is inconvenient to put on a drag at the top of the bridge, 
and that any resliveneas of the borse ts more dangaroua on tbe bridge 
than on tbe vmbankincnt. To this I answer ; first, it ia not more don- 
HerouB in reality, though it looks eo, for the bridge is al ways guarded by 
an elfeciive parapet, but the embaukment is sure to have no parapet, or 
only a useless rail ; and secondly, that it is better to have the slope on 
tlie bridge, and make the roadway wide in proportion, Go u to be quite 
safe, beoaiise a little waste of spaoe on the river is no loss, but your 
wide embankment at thn aide loses good ground ; and so my picturesque 
bridges are right as well as beautiful, and I hope tu see them built again 
acme <lay, instead of the frightful straight-backed things whicli we 
fancy are Sue, oud accept from the poutiUcal rigidiliea of the eugineet' 
fug miud. 
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different shapes and sizes : you cannot see this clearly in Fi^ 
32., but in the larger diagram, Fig. 34., opposite, you will 
with ease. This is indeed also part of the ideal of a bridge, 
because the lateral currents near the shore are of course ir- 
regular in size, and a simple builder would naturally varj- his 
arches accordingly ; and also, if the bottom was rocky, build 
his piers where the rocks came. But it is not as a part of 
bridge ideal, but as a necessity of all noble com2>osition, that 
this irregularity is introduced by Turner. It at once raises 
the object thus treated from the lower or vulgar unity of rigid 
law to the greater unity of clouds, and waves, and ti-ees, and 
human souls, each different, each obedient, and each in har- 
monious service. 

4. THE L.VW OF CURVATURE. 

There is, however, another j)oint to be noticed in this bridge 
of Turner's. Not only does it slope away unequally at its 
sides, but it slopes in a gradual though very subtle curve. 
And if you substitute a straight Ime for this curve (drawing 
one with a rule from the base of the tower on each side to the 
ends of the bridge, in Fig. 34., ,and effacing the curve), you 
will instantlv see that the desijm has suffered j^riovouslv. 
You injiy asocrtain, by expcriineut, that all beautiful objects 
whatsoever are thus terminated bv delicately our\'eil lines, ex- 
cept wliere the straii^ht line is indisj^ensal^le to tlieir use or 
stability : and that when a complete system of straiii^lit linos, 
throu^xhout the form, is neccssarv to that stability, as in crvs- 
tals, the beauty, if any exists, is in colour and transparency, 
not in form. Cut out the shape of any crystal you like, in 
white wax or wood, and put it beside a white lily, and you 
will feel the force of tlie curvature in its purity, irrespective 
of added colour, or other interfenng elements of beauty. 

"Well, as curves are more beautiful than strai;:flit lines, it is 
necessary to a good comi>osition that its continuities of object, 
mass, or colour should be, if possible, in curves, rather than 
btraight lines or an^'ular ones. Pca-liaps one of the simplest 
and prettiest examples of a graceful continuity of this kuul is 
in the line traced at any moment by the corks of a net as it 



is being drawn : nearly everj- ptraon is more or leas attracted 
by the beauty of tbe dotted line. Kow it is almost alwaya 
possible, not only to secure such a continuity in the arninge- 
inent or boundaries of obje-cts which, like these bridge arches 
or the corks of the net, are actually connected with each other, 
but— and this is a still more noble and interesting kind of 
continuity—among features which appear at first entirely 
separate. Thus the towers of Ehvenbreit stein, on the left, in 
Fig, 32., appear at first independent of each other ; but whea 




I give their profile, on a larger sonle. Fig. 35., the reader may 
easily perceive that tliere is a subtle cadence and harmony 
among them. The reason of this is, that they are all bounded 
by one grand curve, ti'aced by the dotted lino ; out of tie 
seven towei-a, four precisely touch this curve, the others only 
falling back from it here and there to keep the eye from dia 
covering it too easily. 

And it is not only always po/nnlile to obtain contiuuiiies of 
tliia kind : it is, in di-awing lai'ge forest or mountain fonns ea- 
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sential to truth. The towers of Ehrenbreitstein might or 
might not in reality fall into such a curve, but assuredly the 
basalt rock on which they stand did ; for all mountain forms 
not cloven into absolute precipice, nor covered by straight 
slopes of shales, are more or less governed by these great 
curves, it being one of the aims of Nature in all her work to 
produce them. The reader must already know this, if he has 
been able to sketch at all among the mountains ; if not, let 
him merely draw for himself, carefully, the outlines of any 
low hills accessible to him, where they are tolerably steep, or 
of the woods which grow on them. The steeper shore of the 
Thames at Maidenhead, or any of the downs at Brighton or 
Dover, or, even nearer, about Croydon (as Addington Hills), 
are easily accessible to a Londoner ; and he will soon find not 
only how constant, but how graceful the cui-vature is. Grace- 
ful curvature is distinguished from ungraceful by two charac- 
ters : first, its moderation, that is to say, its close approach to 
straightness in some parts of its course ; * and, secondly', by 
its variation, that is to say, its never remaining equal in de- 
gree at different parts of its course. 

This variation is itself twofold in all good curves. 

A. There is, fii*st, a steady change through the whole line 
fi'om less to more curvature, or more to less, so that no part 



Fio. 86. 

of the line is a segment of a circle, or can be drawn by com- 
passes in any way whatever. Thus, in Fig. 36., a is a bad 
curve, because it is part of a circle, and is therefore monoto- 
nous throughout ; but 6 is a good curve, because it continu- 
ally changes its direction as it proceeda 

* 1 cannot waste space here bj reprinting what 1 have said in other 
books: but the reader ought, if possible, to refer to the notices of this 
part of our subject in *' Modern Painters,'* vol. iv. chap, xviii., and 
•' Stones of Venice,'* vol. iii. chap, i § 8. 
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Tfa»fir9t difEarenoe between good and bad drawing of tree 
boughs oonaiBts in obeerrance of this fact Thus, when I pat 

leaves on the line 6, as in Fig. 37«, jon 
can immediately feel the flpringinesB 
of character dependent on the change- 
fulness of the cure. Yon may put 
'*^*'" leaves on the other line for yourself, 

but you win find you cannot malce a right tree spray of it 
For all tree boughs^ large or small, as well as all noble nat- 
ural lines whatsoever, agree in this character ; and it is a 
point of primal necessity that 
your eye should always seize 
and your hand trace it Here 
are two more portions of good 
curves, with leaves put on them 
at the extremities instead of the 
flanks. Fig. 38. ; and two show- 
ing the arrangement of masses 
of foliage seen a little farther 
off, Fig. 39., which you may in 
like manner amuse yourself by 
turning into Begments of circles ^<*- ®- 

— you will see with what result. I hope, however, you liave 
beside you by this time, many good studies of tree boughs 

carefully made, in which you may study 
valuations of curvature in their most 
complicated and lovely forms.* 

B. Not only does every good curve 

vary in general tendency, but it is 

modulated, as it proceeds, by myriads 

of subordinate curves. Thus the out- 

_ .^ lines of a tree tinrnk are never as at a, 

Pio. 39. 

Fig. 40, but as at 6. So also in waves, 
clouds, and all other nobly foimed masses. Thus another 
essential diflference between good and bad drawing, or good 
and bad sculpture, depends on the quantity and refinement 

* If you happen to be reading at tliis part of the book, without liaving 
gone througli any previous practice, turn back to tlie sketch of the 
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of minor curvatures carried, by good work, into the great lines. 
Strictly speaking, however, this is not variation in large curves, 
but composition of large curves out of 
small ones ; it is an increase in the quantity 
of the beautiful element, hut not a change 
in its nature, 

5. THE LAW OF RADIATION. 

We have hitherto been concerned only 
with the binding of our various objects 
into beautiful lines or processiona The 
next point we have to consider is, how we 
may unite these lines or processions them- 
selves, so as to make groups of them. 

Now, there are two kinds of harmonies of 
lines. One in which, moving more or less 
side by side, they variously, but evidently 
with consent, retire from or approach each 
other, intersect or oppose each other : cur- 
rents of melody in music, for diflFerent 
voices, thus approach and cross, fall and 
rise, in harmony ; so the waves of the sea, 
as they approach the shore, flow into one 
another or cross, but with a great unity 
through all ; and so various lines of com- 
position often flow harmoniously through 
and across each other in a picture. But the most simple and 
perfect connexion of lines is by radiation ; that is, by their 
idl springing from one point, or closing towards it : and this 
harmony is often, in Nature almost always, united with the 
other ; as the boughs of trees, though they intersect and play 
amongst each other iiTegularly, indicate by their general ten- 
dency their origin from one root. An essential part of the 
beauty of all vegetable form is in this radiation : it is seen 
most simply in a single flower or leal; as in a convolvulus 

ramification of stone pine, Fig. 4. page 30., and examine the curves of 
its boughs one by one, trying them hy the conditions here stated under 
the heads A. and B. 
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beU, or clicBtnut leaf ; but more beaatifullj in tlie compli- 
catcil ftrmngcmeuts of the large bouglia and Bprajs. For 
a leaf is oulj* a flat piece of radiation ; but the tree throws ita 
bmnchos on nil sides, and even in everj- profile view of if, 
wliioh presents q radiation more or less correspondent to that 
of ita leaves, it is more beautiful, because vaiied b_v the free- 
dom of the separate brandies. I believe it lias been nscer^ 
tained tbnt, iu all trees, the angle at which, in flieir Icares, 
the lateral ribs are sot on their central rib is approximately 
the same at which the branches leare the 
great stem ; and thus each section of the 
tree would present a kind of magnified 
view of its own leaf, were it not for the in- 
/ tei-fering force of gravity on the masses of 
foliage. This force in in-oportion to their 
i^c, and the lateral leverage upon them, 
bears them downwards at the extremities, 
BO that, as before noticed, the lower the 
bough grows on the stem, the more it droops 
(Fig, 17, p. 295.) ; besides this, ue;trlv iill 
. liflve a tendency to divide into two or more 
'H, which give a prettier and more complicated 
if one Htciii ri»i all tlic way up the cinln\ 
lus bo cinsidered tho sin.plrst lypo of trte 
ppDM'd to leaf radiation. In lids I'lLTiu-e, how- 
l;irv nimiiication irt uiuTpresciitfd. foi 
iipiicitv ; but if we take one half of 
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ich (;ts rrprcsciitcd in the gciiri 
braiirli stnirture slii.wu !it h. Fig. IS., p. SOfi). ■ 
shall have tl.f form, Fig. 4-2. This I .-onsidtr t 
perlVft gcncnd tyjio of tr.T wlnu-lvire ; and it is en 
ously cnnnr.-tcd'with certain forms of Orwk. IUm 
fine, and (inlhic on lam. ■lit at ion, into Ww di-<-UK>i 
of wliirli. hniv.'viT. wi- must not enter here. It 
s.rv(d. thai l.nih in Fi^'s. 41. and X'l all fho branches s 
from the iLjaiii stini as very nearly to suggest ihi 
radiation Irom tlio root lu This is bv no mciuis 
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tbe case ; but if the branches do not bend towards a point in 
the root, the; at least converge to some point or other. In 
the esamples in Fig. 43., the mathematical centre of cnrrature, 
a, is thus, in one case, on the 
ground at some distance from 
the root, aod in the other, near 
the top of the tree. Half, only, 
of each tree is given, for the 
sake of clearness : Fig. 44 
gives both sides of another ex- 
ample, in which the origins of 
curvature are below the root. 
As the positions of such points 

may be vaiied without end, and as the arrangement of the lines 
is also fiirther complicated by the fact of the boughs springing 
for the moat part in a spiral order round the tree, 
and at proportionate distances, the systems of curva- 
ture which regulate the form of vegetation are quite 
infinite. Infinite is a word easily said, and easily 
written, and people do not always mean it when they 
I say it ; in tbis case I do mean it ; the number of 
systems is incalculable, and even to furnish any 
thing likearepresentativenumberof types, Ishould 
\ have to give several hundreds of figures such as 
Fig. 44.* 

Thus far, however, we have only been speaking 
of the great relations of stem and branches. The 
forms of the branches themselves are regulated by 
still more subtle laws, for they occupy an iuterme- 
diate position between the form of the tree and of 
the leaf. The leaf has a fiat ramification ; the tree 
a completely rounded one ; the bough is neither rounded nor 
flat, but has a structure eiactly balanced between the two, in 
a half-fiattened, half-rounded flake, closely resembling in shape 
one of tbe thick leavesof an artichoke or the flake of a fir cone ; 
by combination forming the solid mass of the tree, as the 
•The reKiJer, 1 hope, observes alwnj'B that every line in tlieaa fignre« 
is itself one ol vorjlut; curvstiu'o, aud csunot be drawn b; compassea. 
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leaTMOompoM the articdiioke head. I liaTe before pomtedoiii 
to you the generKl reMmblBnoe of these branch flakes to an 
extended hand ; but they may be more acoozately ro p rewm ted 
by the ribs of a boat If yoo oan inuigine a Tsiy broadJuaded 
and flattened boat ^ijdiad 
by its ked to the end of a 
I main branch,* as in I^ 
' ~., the lines whicb its riba 
mQ take, and the general 
contour of it^ as seen in dif- 
ferent direotiona, from above and below ; and from one side and 
another, will give you the ol(»est a|^roximation to the pei^ 
spectiTes and foreshortemngs of a well-grown branch-flakck 
Fig. 26. above, page 316., is an unharmed and unrestrained 
ahoot of healthy young oak ; and if you compare it with Fig. 
46., you wUl understand at once the action of the lines of leaf- 
age ; the boat only failing as a type in that ita ribs are too 
nearly parallel to each other at the sides, while the bon^ 
eenda all its ramification well forwards, rounding to the head, 
that it may accomplish its part 

in the outer form of the whole v1^t')l))v 

tree, yet always securing the ^^iiW'Ji 

compliance with the great uui- * iL m7 

vei-sal hw that the brncchea 
nearest the root bend most 
back ; and, of course, throw- '"■ 

ing some nhvnys back as well as forwards ; the appearance of 
reversed action being much increased, and rendered more 
striking and be.iutiful, by perspective. Figure 25. shows the 
perspective of such a bough as it is seen from below ; Fig. 4G. 
gives rudely the look it would have from above. 
You may suppose, if you have not already discovered, what 

• I hope the reader understanda that these woodonta ore merely fac- 
similes of the Eketchen I make si the side of mv paper to illustrate mj 
meaning as I nrite— ofteu sadl^ scratrled if I want to get on to some- 
tiling else. Tliia one is really b little too careless ; but it would take 
more time and trouble to make a proper drawing of lo odd a boat than 
the matter is worth. It will auBwvr the purpoav well euoiuhaa it a. 
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Bubtleties of perspective and light and shade are involred in 
the (irawing of these branch-flakes, as yon see them in differ- 
ent directions and actiona ; now raised, now depi-essed ; 
touclied on the edges by the wind, or lift«d up and bent back 
80 as to show all the white under snrfacea of the leaves shiver- 
ing in light, as the bottom of a boat rises white with spray at 
the surge-crest; or drooping in quietness towards the dew of 
the grass beneath them in windless mornings, or bowed down 
under oppressive gi-ace of deep-charged snow. Snow time, by 
the way, is one of the beat for practice in the placing of tree 
masaes ; but you will only be able to underetand them thor- 
oughly by beginning with a single bough and a few leaves 
placed tolerably even, as in Fig. 38. page 372. First one with 
three leaves, a central and two lateral ones, as at a ; then mth 
five, as at 6, and so on ; directing your whole attention to the 
expression, both by contour and light and shade, of the boat- 
like arrangements, which in your earlier studies, will have 
been a good deal confused, partly owing to your inexperience, 
and partly to the depth of shade, or absolute blackness of moss 
required in those studies. 

One thing more remains to be noted, and I will let j'ou out 
of the wood. You see that in every generally representative 
figure I have surrounded the radiating branches with a dotted 
line: such lines do indeed terminate every vegetable form; 
and you see that they are themselves beautiful curves, which, 
according to their flow, and the width or narrowness of the 
spaces they enclose, characterize the species of tree or leaf, 
and express its free or formal action, its grace of youth or 
weight of age. So that, throughout all the freedom of her 
wildest foliage. Nature is resolved on expressing an encom^ 
poaeing limit ; and marking a unity in the whole tree, caused 
not only by the rising of its branches from a common root, 
but by their joining in one work, and being bound by a com- 
mon law. And having ascertained this, let us turn back for a 
moment to a [wint in leaf structure which, I doubt not, you 
must already have obaei'ved in your earher studies, but which 
it is well to state here, as connected with the unity of the 
branches iu the great trees. You must have noticed, I should 
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, that Tihenever n. leaf is compound, — tbat is to say, di- | 
iicu into other leaflets whith in any way repeat or imitftte I 
1 form of the whole leaf, — those leaflets are not srinmetrical, 
6 the whole leaf is, but always smaller on the aitle towarila I 
lie point of the great leaf, bo as to express their subor^lination 1 
) it, aud allow, even when they are pulled off, that they are 
ot small independent leares, but members of one largo leaf- 
Fig. 47,, which ia a block-plan of a leaf of columbine, with- 
out its minor divisions on the edges, will illustrate the prin- 
eiple clearly. It is composed of a central large niaea. A, au'I 
two lateral ones, of which the one on the right only ia lettered. 




B. Each of these masses ia again composed of three others, 

a central and two lateral ones ; but observe, the minor one, a 
of A, is balanced equally by its opposite ; but the minor 6 1 
of B 18 larger than its opposite b 2. Again, each of these 
minor masses is divided into three ; but while the centml 
mass, A of A, is symmetrically divided, the b of B is unsym- 
metrical, its largest side-lobe being lowest Again b 2, the 
lobe c 1 (its lowest lobe in relation to b) is larger than c 2 : 
and ao also in b 1. So that universally one lobe of a lateral 
leaf is always larger than the other, and the smaller lobe is 
that which is nearer the central mass ; the lower leaf, as it 
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were by courtesy, subduing some of its own dignity or power, 
in the immediate presence of the greater or captain leaf ; and 
always expressing, therefore, its own subordination and sec- 
ondary character. This law is carried out even in singld 
leaves. As far as I know, the upper half, towards the point 
of the spray, is always the smaller ; and a slightly different 
cun-e, more convex at the springing, is used for the lower 
side, giving an exquisite variety to the form of the whole leaf ; 
so that one of the chief elements in the beauty of every sub- 
ordinate leaf throughout the tree, is made to depend on its 
confession of its own lowliness and subjection. 

And now, if we bring together in one view the principles 
we have ascertained in trees, we shall find they may be 
summed under four great laws ; and that all perfect * vege- 
table form is appointed to express these four laws in noble 
balance of authority. 

1. Support from one living root 

2 Radiation, or tendency of force from some one given 
point, either in the root, or in some stated connexion with it. 

3. Liberty of each bough to seek its own livelihood and 
happiness according to its needs, by irregularities of action 
both in its play and its work, either stretching out to get its 
required nourishment from light and rain, by finding some 
sufficient breathing-place among the other branches, or knot- 
ting and gathering itself up to get strength for any load which 
its fruitful blossoms may lay upon it, and for any stress of its 
storm-tossed luxuriance of leaves ; or playing hither and 
thither as the fitful sunshine may tempt its young shoots, in 
their undecided states of mind about their future life. 

4. Imperative requirement of each bough to stop within 
certain limits, expressive of its kindly fellowship and frater- 

* Imperfect vegetable form I consider that which is in its nature de- 
pendent, as in runners and climbers ; or which is susceptible of continual 
injury without materially losing the power of giving pleasure by its 
aspect, as in the case of the smaller grasses. I have not, of course, space 
here to eicplain these minor distinctions, but the laws above stated apply 
to all the more important trees and shrubs likely to be familiar to the 
fitudent. 
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nity with the booghs in its neic^baiiiood ; and to work nitb 
th^ aocordiiig to its power, mftgnitiidfl^ and state of healtb, 
to bring out the general perf eotneaa of the great cnrve, and 
droumferent atatetineaa of the whole tree. 

I think I may leave you, unhel^ied» to work out the moral 
analogies of these kws ; you may, perhaps, however, be a little 
pozaded to see the meeting of the second ona It typically 
expresaes that healthy faoman actions should spring radiantly 
(like rays) from some Bin§^ heart motive; the most beantifal 
flystems of action taking place when this motive lies at the 
root of the whole life, and the action is clearly seen to proceed 
from it ; while also many l)eautifal secondary systems of action 
taking place from motives not so deep or central, but in some 
beautiful subordinate connexion with the central or life motive. 

The other laws, if you think over them, you wiU find equally 
significative ; and as you draw trees more and more in their 
various states of health and hardship, you vrill be every day 
more struck by the beauty of the types they present of the 
truths most essential for mankind to know ; * and you will seo 
what this vegetation of the earth, which is necessary to our 
life, first, as purifying the air for us and then as food, and just 
as necessary to our joy in all places of the earth, — what these 
trees awd leaves, I siiy, are meant to teach us as we contem- 
plate tbem, and read or hear their lovely language, written or 
spoken for us, not in frightful black letters, nor in dull sen- 

* There is a very tender lesson of tliis kind in the fjhadows of leaves 
upon the ground ; shadows which are the most likely of all to attract 
attention, by their pretty play and change. If you examine them, vou 
will find that the shadows do not take the forms of the leaves, but that, 
through each interstice, the light falls, at a little distance, in the form 
of a round or oval spot ; that is to say, it produces the image of the sun 
it.self, cast either vertically or obliquely, in circle or ellipse according to 
tlie slope of the ground. Of course the sun's ravs produce the same 
effect, when they fall through any small aperture : but the openings be- 
tween leaves are the only ones likely to show it to an ordinary observer, 
or to attract his attention to it by its frequency, and lead him to think 
what this type may signify respecting the greater Sun ; and how it mav 
show us that, even when the opening through which the earth receives 
light is too small to let us see the Sun himself, the ray of light that 
enters, ii it comes straight from Him, will still bear with it His image. 
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tences, but in fair green and shadowy shapes of waving words, 
and blossomed brightness of odoriferous wit, and sweet whis- 
pers of unintrusive wisdom, and playful morahty. 

Well, I am soriy myself to leave the wood, whatever my 
reader may be ; but leave it we must, or we shall compose no 
more pictures to-day. 

This law of radiation, then, enforcing unison of action in 
aiising from, or proceeding to, some given point, is perhaps, 
of all principles of composition, the most influential in pro- 
ducing the beauty of groups of form. Other laws make them 
forcible or interesting, but this generally is chief in rendering 
them beautiful. In the arrangement of masses in pictures, it 
is constantly obeyed by the great composers ; but, like the 
law of principality, with careful concealment of its imperative- 
ness, the point to which the lines of main curvature are 
directed being very often far away out of the picture. Some- 
times, however, a system of cui-ves will be employed definitely 
to exalt, by their concurrence, the value of some leading ob- 
ject, and then the law becomes traceable enough. 

In the instance before us, the principal object being, as we 
have seen, the tower on the bridge, Turner has determined 
that his system of curvature should have its origin in the top 
of this tower. The diagram Fig. 34. page 369, compared with 
Fig. 32. page 361, will show how this is done. One curve joins 
the two towers, and is continued by the back of the figure 
sitting on the bank into the piece of bent timber. This is a 
limiting curve of great importance, and Turner has drawn a 
considerable part of it with the edge of the timber very care- 
fully, and then led the eye up to the sitting girl by some white 
spots and indications of a ledge in the bank ; then the passage 
to the tops of the towers cannot be missed. 

The next curve is begim and drawn carefully for half an 
inch of its course by the rudder ; it is then taken up by the 
basket and the heads of the figures, and leads accurately to the 
tower angle. The gunwales of both the boats begin the next 
two curves, which meet in the same point ; and all are cen- 
tralised by the long reflection which continues the vertical lines. 

Subordinated to this first system of curves there is another, 
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begun by the small crossing bar of wood inserted in the angle 
behind the rudder ; continued by the bottom of the bank on 
which the figure sits, interrupted forcibly beyond it,* but 
taken up again by the water-line leading to the bridge foot, 
and p:isBing on in deHcate shadows under the arches, not 
easily shown in so rude a diagram, towards the other ex- 
tremity of the bridge. This is a most important curve, in- 
dicating that the force and sweep of the river have indeed 
been in old times under tlie large arches ; while the antiquity 
of the bridge is told us by the long tongue of Lmd, either of 
carted rubbish, or washed down by some minor stream, which 
has interinipted tliis curve, and is now used as a landing-place 
for the boats, and for embarkation of merchandise, of which 
some bales and bundles are laid in a heap, immediately 
beneath the great tower. A common composer would have 
put these bales to one side or the other, but Turner knows 
better ; he uses them as a foundation for his tower, adding to 
its importance precisely as the sculptured base adorns a pil- 
lar ; and he farther increases the aspect of its height by thi*ow- 
ing the reflection of it far down in the nearer water. All the 
great composes have this same feelmg about sustaining their 
vertical masses : vou will constantlv find Prout iisinir the 
artifico most dexterously (S(»e, for instance, the ti»^nro witli Tiie 
wheelbarrow under the great tower, in the sketcli of St. 
Nicolas, at Prague, and the white group of iiLrures under tlio 
tower in the sketch of Augsburg t) ; and Veronese, Titian, and 
Tintoret continually put their principal tigures at bases of 
pillars. Turner tound out their secret very early, the nio>t 
prominent instance of his composition on this principle being 
the drawing of Turin from the Superga, in Hakewells Italv. 

* Jn t]it> hinaller fiuMiro (o2. \ it will !)•» soon tliat this intorriipti'>n is 
Ciiu.-o(l by .'I oart oomiiii,' down to the water's edt:o ; ami this ohji-.-t i^ 
^^ervict^able as ])euinning' anotlK.-r system of ciirvt.'s leadiiu' <>ut oi th-' 
l>ictur<' oil tilt' riirht, but so <)bscur«dy drawn as not to be ea>ily rejir-- 
senti.'d in outlin«'. As it is nnne<'«.'ssary to the exj»lanation of onr ]«oint 
herr, it lias bi-cn omitted in tlie larcer diairram, the direction of tii-i 
L'urvt- it bt'Liins l>t-iiiLr iii'licatcd l)y the da>lies only. 

^ Both in tiie Sketches in Flanders and Germany. 
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I chose Fig. 20., already given to illustrate foliage drawing, 
chiefly because, being another instance of precisely the same 
arrangement, it will serve to convince you of its being inten- 
tional There, the vertical, formed by the larger tree, is con- 
tinued by the figure of the farmer, and that of one of the 
smaller trees by his stick. The lines of the interior mass of 
the bushes radiate, under the law of radiation, from a point 
behind the farmer's head ; but their outline curves are carried 
on and repeated, under the law of continuity, by the curves of 
the dog and boy — by the way, note the remarkable instance 
in these of the use of darkest lines towards the light ; — aU 
more or less guiding the eye up to the right, in order to bring 
it finally to the Keep of Windsor, which is the central object 
of the picture, as the bridge tower is in the Coblentz. The 
wall on which the boy climbs answers the purpose of contrast- 
ing, both in direction and character, with these greater 
curves ; tlius corresponding as nearly as possible to the minor 
tongue of land in the Coblentz. This, however, introduces us 
to another law, which we must consider separately. 

6. THE LAW OP CONTRAST. 

Of course the character of everything is best manifested by 
Contrast Kest can only be enjoyed after labour ; sound, to 
be heai'd clearly, must rise out of silence ; light is exhibited 
by darkness, darkness by light ; and so on in all things. Now 
in art every colour has an opponent colour, which, if brought 
near it, will relieve it more completely than any other ; so, 
also, every form and line may be made more striking to the 
eye by an opponent form or line near them ; a curved line is 
set off by a straight one, a massy form by a slight one, and so 
on ; and in all good work nearly double the value, which any 
given colour or form would have uncombined, is given to each 
by contrast.* 

* If you happen to meet with the plate of Durer*8 representing a coat 
of arms with a skull in the shield, note the value given to the concave 
curves and sharp point of the helmet by the convex leafage carried 
round it in front ; and the use of the blank white part of the shield in 
opposing the rich folds of the dress. 
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. Iq this caae again, howafery a too manifesfc use of the aiti- 
fioe YolgaiiaeB a picture. Ghmit painten do not oonunoiily, 
or Tery viaibly, admit violent oontrast. They introduce it 1^ 
■tealth and with intennediate links of tender change ; allow* 
ing, indeed, the opposition to tell upon the mind asaaozpriae, 
but not as a ahook.* 

Thus in the rpek of Ehrenfareitatein, Vig. 85., the main cax- 
rent of the lines being downwards, in a ocmTex swell, they are 
suddenly stopped at the lowest tower by a counter aeries of 
beds, directed nearly straight across them. This adyerae force 
sets off and relieves the great curvature, but it is reconciled to 
it by a series of radiating lines below, which at first sympa- 
thize with the oblique bar, then gradually get steeper, till they 
meet and join in the fall of the great curve. No passage, 
however intentionally monotonous, is ever introduced by a 
good artist without fsame slight counter current of this kind ; 
80 much, indeed, do the great composers feel the necessity of 
it^ that they will even do things purposely ill or nnsatisfact- 
orily, in order to give greater value to their well-doing in other 
places. In a skilful poet's versification the so-called bad or 
inferior lines are not inferior because he could not do them 
better, but because he feels that if all were equally weighty, 
there would be no real sense of weight anywhere ; if all were 
equally melodious, the melody itself would be fatiguing ; and 
he purposely introduces the labouiing or discordant verse, 
that the full ring may be felt in his main sentence, and the 
finished sweetness in his chosen rhjihm.f And continually in 
painting, inferior artists destroy their work by giving too much 

* Turner liardly ever, as far as I remember, allows a strong light to 
oppose a full dark, without some intervening tint. His suns never set 
behind dark mountains without a film of cloud above the mountain's 
edge. 

f ** A prudent chief not always must displaj 
His powers in equal ranks and fair array. 
But with the occasion and the place comply, 
Conceal his force ; nay, seem sometimes to fly. 
Those oft are stratagems which errors seem, 
Nor is it Homer nods, but we that dream. '* 

Essay on Critiekm. 
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of all that they tliink is goo^ while tbe great painter gives 
just enough to be enjoyed, aud passes to an opposite kind oi 
enjoymeDt, or to on inferior siate of nujoyiuent : lie gives a 
passage of rich, involved, esquiaitely wi'ought colour, then 
passes away into slight, and pale and simple colour ; he jjaiuta 
for a minute or two with intense decision, then suddenly be- 
comes, as the spectator thinks, sloveniy; but he is not slovenly: 
you could not have taken any more decision from Lim just 
then ; you have had as much as is good for you ; he points 
over a great space of his picture forms of the most rounded 
and melting tenderness, and suddenly, as you think by a freak. 




gives you a bit OS ja^ed and sharp as a leafless blackthorn. 
Perhaps the most esquisite piece of subtle contrast in the world 
of painting is the arrow point, laid sharp against the white 
side and among the flowing hair of Correggio's Antiope. It is 
quite singular how very little contrast will sometimes serve to 
make nn entire group of forms interesting which would others 
wise have been valueless. There is a good deal of picturesque 
material, for instance, in this top of an old tower. Fig. 48., 
tiles and stones and sloping roof not disagreeably mingled ; 
but all would have been unsatisfactor}* if there had not hap- 
pened to be that iron ring on the inner wall, which by its 
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vigorous black circular line precisely opposes all the sqnare 
and angular characters of the battlements and roof. Draw 
the tower without the ring, and see what a difference it will 
make. ' 

One of the most importent appHcations of the law of con- 
trast is in association with the law of continuity, causing an 
unexpected but gentle break in a continuous series. Tliis 
artifice is perpetual in music, and perpetual also in good illu- 
mination ; the way in which Httle surprises of change are pre- 
X)ared in any current borders, or chains of ornamental design, 
being one of the most subtle cliaracteiistics of the work of 
the good periods. We take, for instance, a bar of ornament 
between two written columns of an early 14th ceuturj' >LS., 
and at the first glance we suppose it to be quite monotonous 
all the way up, composed of a winding tendi-il, with alter- 
nately a blue leaf and a scai'let bud. Presently, however, we 
see that, in order to observe the law of princijjulity there is 
one large scarlet leaf instead of a bud, nearly half-way up, which 
forms a centre to the whole rod ; and when we begin to ex- 
amine the order of the leaves, we find it varied carefully. Let 
A stand for scarlet bud, h for blue leaf, c for two blue leaves 
on one stalk, 8 for a stalk without a leaf, and a for the Lirge 
red loaf. Theu counting from the ground, the order begins 
us follows : 

b, h, A ; h, X, /), A : 6, b, a ; 6, />, a ; and we tliink we sliiill Lave 
two //s and an a all the way, when suddenly it becomes />, a; 
b, K ; //, A ; 6, A ; />, a ; and we tliink we are <^-oin<j: to have b, a 
continued ; but no : here it becomes b, -s* ; b, s ; b, a ; b, s ; b, .< : 
r, s ; b, a : b, -< : and we think we are surely going to have b, s 
continued, l)ut behold it runs away to the end with a quick b. b. 
\ ; b, b, b, b! ''^' Very often, however, the designer is satistiod 
with one suqn'ise, but I never saw a good illuminated border 
without one at least ; and no series of any kind is over intro- 
duced by a irreat composer in a painting without a snap s<:)me- 
where. Ther(^ is a pretty one in Turner's drawing of Eonie, 
with the larg<» balustrade for a foreground in the Hidcewell's 

* I am (lescril)iiiLr from a MS., area 1800, of Gregory's '* Decretalia" 

ill my owu pubftt-ssiou. 
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Italy series : the single baluster struck out of the line, and 
showing the street below through the gap, simply makes the 
whole composition right, when otherwise, it would have been 
stiff and absurd. 

If you look back to Fig. 48. you will see, in the arrange- 
ment of the battlements, a simple instance of the use of such 
variation. The whole top of the tower, though actually three 
sides of a square, strikes the eye as a continuous series of five 
masses. The first two, on the left, somewhat square and 
blank ; then the next two higher and richer, the tiles being 
seen on their slopes. Both these groups being couples, there 
is enough monotony in the series to make a change pleasant ; 
and the last battlement, therefore, is a little higher than the 
first two,— a little lower than the second t-^o, — and different 
in shape from either. Hide it with your finger, and see how 
ugly and formal the other four battlements look. 

There are in this figure several other simple illustrations of 
the laws we have been tracing. Thus the whole shape of the 
wall's mass being square, it is well, still for the sake of con- 
trast, to oppose it not only by the element of curvature, in the 
ring, and lines of the roof below, but by that of sharpness ; 
hence the pleasure which the eye takes in the projecting point 
of the roof. Also because the walls are thick and sturdy, it is 
well to contrast their strength with weakness ; therefore we 
enjoy the evident decrepitude of this roof as it sinks between 
them. The whole mass being nearly white, we want a con- 
trasting shadow somewhere ; and get it, under our piece of 
decrepitude. Tliis shade, with the tiles of the wall below, 
forms another pointed mass, necessary to the first by the law 
of repetition. Hide this inferior angle with your finger, and 
see how ugly the other looks. A sense of the law of sym- 
metry, though you might hardly suppose it, has some share in 
the feeUng with which you look at the battlements ; there is 
a certain pleasure in the opposed slopes of their top, on one 
side down to the left, on the other to the right Still less 
would you think the law of radiation had anything to do with 
the matter : but if you take the extreme point of the black 
shadow on the left for a centre and follow fii*st the low curve 
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of the eaTes of fhe wall, it will lead yon, if yoa oontiniieit; to 
the point of the tower oomioe ; follow the eeoond curve, the 
top of the tileaof the wall, and it will atiike the top of the 
right-hand battlement ; then draw a curve from the hi^^ieit 
point of the angle battlement on the lef t^ through the pcnnla 
of the roof and its dark echo ; and yon will see how the whole 
top of the tower radiates from this loweat dark point There 
are other curmtureB croasing theae main onea^ to keep them 
from being too conapicnoua. Eollow the curve of the upper 
roof, it wiU take you to the top of the highest battlement; and 
the stones indicated at the rigfatliand side of the tower are 
more extended at the bottom, in order to get some less direct 
expression of sympathy, such as irregular stones may be cap- 
able of, with tluigeneral flow of the curves from left to right 
You may not readily believe, at first, that all these laws are 
indeed involved in so trifling a piece of composition. But as 
you study longer, you will discover that these laws, and many 
more, are obeyed by the powerful composers in every touch; 
that literally, there is never a dash of their pencil which is 
not carrying out appointed purposes of this kind in twenty 
various ways at once ; and that there is as much difference, in 
way of intention and authority, between one of the great com- 
posers ruling his colours, and a common painter confused by 
them, as there is between a general directing the march of an 
army, and an old lady carried oflf her feet by a mob. 

7. THE LAW OF INTERCHANGE. 

Closely connected with the law of contrast is a law which 
enforces the unity of opposite things, by giving to each a 
portion of the diameter of the other. If, for instance, you 
divide a shield into two masses of colour, all the wav down— 
suppose blue and white, and put a bar, or figure of an animal, 
partly on one division, partly on the other, you will find it 
pleasant to the eye if you make the part of the animal blue 
which comes upon the white half, and white which comes 
upon the blue half. This is done in heraldry', partly for the 
sake of perfect intelligibility, but yet more for the sake of de- 
light in interchange of colour, since, in all oruameutation 
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whatever, the practice is continual, in the ages of good de- 
sign. 

Sometimes this alternation is merely a reversal of contrasts ; 
as that, after red has been for some time on one side, and 
blue on the other, red shall pass to blue's side and blue to 
red's. This kind of alternation takes place simply in four- 
quartered shields ; in more subtle pieces of treatment, a little 
bit only of each colour is carried into the other, and they are 
as it were dovetailed together. One of the most curious facts 
which will impress itself upon you, when you have drawn some 
time carefully from Nature in light and shade, is the appear- 
ance of intentional aiiifice with which contrasts of this alter- 
nate kind are produced by her ; the artistry with which she 
will darken a tree trunk as long ns it comes against light sky, 
and throw sunlight on it precisely at the spot where it comes 
against a dork hill, and similarly treat all her masses of shade 
and colour, is so great, that if you only follow her closely, 
every one who looks at your drawing with attention will 
think that you have been inventing the most artifically and 
unnaturally delightful interchanges of shadow that could pos- 
sibly be devised by human wit. 

You will find this law of interchange insisted upon at length 
by Prout in his ** Lessons on Light and Shade : '' it seems, of 
all his principles of composition, to be the one he is most con- 
scious of ; many others he obeys by instinct, but this he for- 
mally accepts and forcibly declares. 

Tlie typical purpose of the law of interchange is, of course, 
to teach us how opposite natures may be helped and strength- 
ened by receiving each, as far as they can, some impress or 
imparted power, from the other. 

8. THE LAW OF CONSISTENCY. 

It is to be remembered, in the next place, that while con- 
trast exhibits the characters of things, it ver}' often neutralises 
or paralyses their power, A number of white things may be 
shown to be clearly white by opposition of a black thing, but 
if you want the full power of their gathered light, the black 
thing may be seriously in our way. Thus, while contrast 
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ilisplaya things, it is iioity and sympathy wliidi employ them. 
concentmtiiig the power of several iuto a mass. And, not in 
nrt merely, but In all the affairs of life, the wisdom of nian is 
continually called upon to reconcile these opposite raelho'Uol 
esliibitiug, or using, the materials in Ha power. By chacge 
he gives them pleasantness, and by cousistency \-alue ; by 
cliange he is refreshed, and by perseverence streufftlieued. 

Henee many compositions nddreea themselves to th«i spe-ctn- 
tor by aggregate force of colour or line, more than bj- contrasts 
of either; many noble pictures are paioted almost exclu- 
sively in various tones of red, or grey, or gold, so as to be ia- 
stanlly striking by their breadth of flush, or glow, or tender 
coldness, these qualities being exhibited only by slight and 
subtle use of coutraat. Similarly aa to form ; some composi- 
tions aasociftte massive and rugged forms, others slight and 
gracefid ones, each with few interruptions by lines of con- 
trary character. And, in general, such compositions possess 
higher sublimity than those wbieh are more mingled in their 
elements. Tliey tell a special tale, and s^uumon a definite 
state of feeling, while the grand compositions merely please 
the eye. 

Tliis unity or bresdtJi ol cluu«oter generally attachea most 
to the works of the greatest men ; their separate pictures 
have all separate aims. We have not, in each, gi-ey colour set 
against sombre, and sharp forms against soft, and loud passages 
against low ; but we have the bright picture, witli its delicate 
sadness ; the somlire picture, with its single ray of relief ; the 
stem picture, with only one t«nder group of lines ; the soft 
and calm picture, with only one rock angle at its flank ; and 
80 on. Hence the variety of their work, as well as its im- 
pressivenesfi. The principal bearing of this law, however, is 
on the separate masses or divisions of a picture : the charac- 
ter of the whole composition may be broken or various, if we 
please, but there must cei-tainly be a tendency to consistent 
assemblage in its divisions. As an army may act on several 
points at once, but can only act effectually by having some- 
where formed and regular masses, and not wholly by skir- 
mishers ; so u picture may be various in its tendencies, but 
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must be somewhere united and coherent in its masses. Good 
composers are always associating their colours in great 
groups ; binding their forms together by encompassing lines, 
and secuiing, by various dexterities of expedient, what they 
themselves call " breadth : " that is to say, a large gathering 
of each kind of thing into one place ; light being gathered to 
light, darkness to darkness, and colour to colour. If, how- 
ever, this be done by introducing false lights or false col- 
ours, it is absurd and monstrous ; the skill of a painter con- 
sists in obtaining breadth by rational arrangement of his 
objects, not by forced or wanton treatment of them. It is an 
easy matter to paint one thing all white, and another all black 
or brown ; but not an easy matter to assemble all the circum- 
stances which will naturally produce white in one place, and 
brown in another. Generally speaking, however, breadth will 
result in sufficient degree from fidelity of study : Nature is 
always broad ; and if you paint her colours in true relations, 
you will paint them in majestic masses. If you find your 
work look broken and scattered, it is, in all probability, not 
only ill composed, but untrue. 

The opposite quality to breadth, that of division or scatter- 
ing of light and colour, has a certain contrasting charm, and 
is occasionally introduced with exquisite effect by good com- 
posers.* Still, it is never the mere scattering, but the 
order discernible through this scattering, which is the real 
source of jjleasure ; not the mere multitude, but the con- 
stellation of multitude. The broken lights in the work of a 
good painter wander like flocks upon the hills, not unshep- 
herded ; speaking of life and peace : the broken lights of a 
bad painter fall like hailstones, and are capable only of mis- 
chief, leaving it to be wished they were also of dissolution. 

* One of the most wonderful compositions of Tintoret in Venice, is 
little more than a field of subdued crimson, spotted with flakes of scat- 
tered gold. The upper clouds in the most beautiful skies owe great part 
of their power to infinitude of division ; order being marked through 
this division. 
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9l thb law of habmont. 

This last law is not^ rtricUy qpeakiiig; so much one of com- 
position as of truth, but it must guide compositiGo, and u 
properly, therefore, to be stated in this place. 

Good drawing is, as we have seen, an dMract of natural 
&cts ; you cannot repreeent all that you would, but must 
continiially be falling shorty whether you will or no, of the 
force, or quantity, of Nature. Now, suppose that your mesas 
and time do not admit of your giving the depth of colour in 
the scene, and that you are obliged to paint it paler. If yon 
paint all the colours proportionately paler, as if an equal 
quantity of tint had been washed away from each of them, 
you still obtain a harmonious, though not an equally forcible 
statement of natural foci But if you take away the colotm 
unequally, and leave some tints nearly as deep as they are in 
Nature, while others are much subdued, you haye no longer 
a true statement You cannot say to the observer, *' Fancy 
all those colours a little deeper, and you will have the actual 
fact." However he adds in imagination, or takes away, some- 
thing is sure to be still wrong. The picture is out of har- 
mony. 

It will happen, however, much more frequently, that you 
have to darken the wliolo system of colours, than to make 
them paler. You remember, in your fii'st studies of colour 
from Nature, you were to leave the passages of light which 
were too bright to be imitated, as white pajjer. But in com- 
pleting the picture, it becomes necessary to put colour into 
them ; and then the other colours must bo made darker, in 
some fixed relation to them. If you deepen all proportion- 
ately, though the whole scene is darker than reaHty, it is only 
as if you wore looking at the reality in a lower light : but if, 
while you darken some of the tints, you leave others undark- 
ened, the picture is out of harmony, and will not give the im- 
pression of tnith. 

It is not, indeed, possible to deepen all the colours so much 
as to relieve the lights in their natural degree ; you would 
juerely sink most of your colom's, if you tiied to do so, into a 
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broad mass of blackness : but it is quite possible to lower 
them harmoniously, and yet more in some parts of the pict- 
ure than in others, so as to allow you to show the light you 
want in a visible relief. In well-harmonised pictures this is 
done by gradually deepening the tone of the picture towards 
the lighter parts of it, without materially lowering it in the 
very dark parts ; the tendency in such pictures being, of 
course, to include large masses of middle tints. But the 
principal point to be observed in doing this, is to deepen 
the individual tints without dirtying or obscuring them. It 
is easy to lower the tone of the picture by washing it over 
with grey or brown ; and easy to see the eflfect of the land- 
scape, when its colours are thus universally polluted with 
black, by using the black convex mirror, one of the most 
pestilent inventions for falsifying nature and degrading art 
which ever was put into an artist's hand.* For the thing re- 
quired is not to darken pale yellow by mixing grey with it, 
but to deepen the pure yellow ; not to darken crimson by 
mixing black with it, but by making it deeper and richer crim- 
son : and thus the required effect could only be seen in Nat- 
ure, if you had pieces of glass of the colour of every object 
in your landscape, and of every minor hue that made up those 
colours, and then could see the real landscape through this 
deep gorgeousness of the varied glasa You cannot do this 
with glass, but you can do it for yourself as you work ; that 
is to say, you can put deep blue for pale blue, deep gold for 
pale gold, and so on, in the proportion you need ; and then 
you may paint as forcibly as you choose, but your work will 
still be in the manner of Titian, not of Caravaggio or Spagno- 
letto, or any other of the black slaves of pain tin g.-f 

* I fullj believe that the strange grey gloom, accompanied by consid- 
erable power of effect, which prevails in modern Frencli art must be 
owing to the use of this mischievous instrument ; the French landscape 
always gives me the idea of Nature seen carelessly in the dark mirror, 
and painted coarsely, but scientifically, through the veil of its perver- 
sion. 

^ Various other parts of this subject are entered into, especially in 
their bearing on the ideal of painting, in ** Modem Painters,*' vol. iv. 
chap. iii. 
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Sappoong those scales of oobiu; which I told jou io pre- 
pare in order to show yon the relations of oolour to grey, were 
quite accurate^ made, and numerous enough, yoa would haie 
nothing more to do^ in order to obtain a deq>er tone in any 
given mass of oolour, than to sabstitote for each of its hues 
the hue as many degrees deeper in the scale as yoa wanted, 
that is to say, if you want to deepen the whole two degree^ 
substituting for the yeDow Na 6. the yellow No. 7., and fof 
the red Na 9. the red Na IL, and so on; but the hues of 
any object in Nature axe far too numerous^ and their degrees 
too subtle, to admit of so mechanical a prooesa Still, yoa 
may see the principle of the whole matter clearly by taking a 
group of colours out of your scale, arranging tihem prettfly, 
and then washing them all over with grey : that represents 
the treatment of Nature by the black mirror. Then arrange 
the same group of colours, with the tints five or six degrees 
deeper in the scale ; and that will represent the treatment of 
Nature by Titian. 

You can only, however, feel your way fully to the right of 
the thing by working from Nature. 

The best subject on which to begin a piece of study of this 
kind is a good thick tree trunk, seen against blue sky with 
some white clouds in it. Paint the clouds in true and ten- 
derly gradated white ; then give the sky a bold full blue, 
bringing them well out ; then paint the trunk and leaves 
grandly dark against all, but in such glowing dark green and 
brown as you see they will bear. Afterwards proceed to 
more complicated studies, matching the colours carefully first 
by yoiu" old method ; then deepening each colour with its own 
tint, and being careful, above all things, to keep truth of equal 
change when the colours are connected with each other, as in 
dark and light sides of the same object Much more aspect 
and sense of harmony are gained by the precision with which 
you observe the relation of colours in dark sides and light 
sides, and the influence of modifying reflections, than by mere 
accuracy of added depth in independent colours. 

This harmony of tone, as it is generally called, is the most 
important of those which the artist has to regard. But there 
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are all kinds of harmonies in a picture, according to its mode 
of production. There is even a harmony of touch. If you 
paint one part of it very rapidly and forcibly, and another part 
slowly and dehcately, each division of the picture may be right 
separately, but they will not agree together : the whole will be 
effectless and valueless, out of harmony. Similarly, if you paint 
one part of it by a yellow Hght in a warm day, and another b}' a 
grey light in a cold day, though both may have been sunlight, 
and both may be well toned, and have their relative shadows 
truly cast, neither will look like light : they will destroy each 
other's power, by being out of harmony. These are only broad 
and definable instances of discordance ; but there is an extent 
of harmony in all good work much too subtle for definition ; 
depending on the draughtsman's carrying evei*ything he draws 
up to just the balancing and harmonious point, in finish, and 
colour, and depth of tone, aud intensity of moral feeling, and 
style of touch, all considered at once ; and never allowing him- 
self to lean too emphatically on detached parts, or exalt one 
thing at the expense of another, or feel acutely in one place 
and coldly in another. If you have got some of Cruikshank's 
etchings, you will be able, I think, to feel the nature of harmo- 
nious treatment in a simple kind, by comparing them with any 
of Richter's illustrations to the numerous German story-books 
lately published at Christmas, with all the German stories 
spoiled. Cruikshonk's work is often incomplete in character 
and poor in incident, but, as drawing, it is perfect in harmony. 
The pure and simple effects of dayhght which he gets by his 
thorough mastery of treatment in this respect, are quite unri- 
valled, as far as I know, by any other work executed with so 
few touches. His vignettes to Grimm's German stories, 
already recommended, are the most remarkable in this quality. 
Richter's illustrations, on the contrary, are of a very high 
stamp as respects imderstanding of human character, with in- 
finite playfulness and tenderness of fancy ; but, as drawings, 
they are almost unendurably out of harmony, violent blacks in 
one place being continually opposed to trenchant white in 
another ; and, as is almost sure to be the case with bad har- 
monists, the local colour hai'dly felt anywhere. All German 




n £ IS apt to bo out of liarmonj, in consequence of its too b^- 
■uent conditious of affectation, au<l its wilful retusab of tuet; 
i wol' as hj reaaou of a feverisli kind of cxcittmeut, vliii^ 
awe riolently on particulur points, and makes nil the lines of 
Lhougi t in the picl.ui'e to stand on end, ks it were, like a cat's 
fur electrified ; while good work lb always as quiet aa a couclutul 
leojmrd, and a» strong. 

I have now stated to jou nil the laws of composilioa wbicU 
occur to me as capable of being illustrated or defined ; but 
there are multitudes of otbem -which, in the present state of 
my kiiowleilge, I cannot define, and others which I nerei 
hope to define ; and these the most important, and coune^^ted 
with the deepest powers of the ai-t. Among those which I 
hope to be able to explain when I have thought of them more, 
are the lawa which relate to nobleness and ignobleuess ; that 
ignoblenesfi especially which we commonly call "vulgaritr," 
and which, in its essence, is one of the most curious subjects 
of inquirj' connected with human feeling. Among those 
., which I never hope to ei|>lain, are chiefly laws of espreasion, 
and others beniing simply on simple matters ; but, for tliat 
very reason, more iulluentinl than any others. These are, 
from the fij-sf, as iiiexjilicabh- iis our bodily senaiitious are ; it 
being just as impossible, I think, to explain why one succes- 
sion of musical notes* shall be noble and pathetic, and such 
as might have been sung by Casella to Dante, and why an- 
other succession is base and ridiculous, and would be fit only 
for the reasonably good ear of Bottom, as to explain why we 
hkc sweetness, and dislike hittarness. The best part of erery 
great work is always inexphcable : it is good becaase it is 
good ; and innocently gracious, opening as the green of the 
earth, or falling as the dew of heaven. 

But though you cannot explain them, you may always render 

* In all the best arrtkugementB of colour, tlie delight oocosJoned br 
their mode of succession is eiitinitj inexplicable, nor oan it be reasoned 
about ; we like it just as we like an air in music, bub cannot reason anj- 
rofraclory person into likinq it it thej do not: and jet there is dis- 
tinctly a riifht and a wrong In <t, and a good taste and bad tosle respect- 
ing it, as also in mu&io. 
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yourself more and more sensitive to these liigher qualities by 
the discipline which you generally give to your character, and 
this especially with regard to the choice of incidents ; a kind 
of composition in some sort easier than the artistical arrange- 
ments of lines and colours, but in every sort nobler, because 
addressed to deeper feelings. 

For instance, in the "D<itur Hora Quieti," the last vignette 
to Roger's Poems, the plough in the foreground has three pur- 
poses. The first purpose is to meet the stream of sunlight on 
the river, and make it brighter by opposition ; but any dark 
object whatever would have done this. Its second purpose is 
by its two arms, to repeat the cadence of the group of the two 
ships, and thus give a greater expression of repose ; but two 
sitting figures would have done this. Its third and cliief, or 
pathetic, purpose is, as it lies abandoned in the furrow (the 
vessels also being moored, and having their sails down), to be 
a tj-pe of human labour closed with the close of day. The 
parts of it on which the hand leans are brought most clearly 
into sight ; and they are the chief dark of the picture, because 
the tillage of the gi*ound is required of man as a punishment ; 
but they make the soft light of the setting sun brighter, be- 
cause rest is sweetest after toil These thoughts may never 
occur to us as we glance carelessly at the design ; and yet 
their under cuiTent assuredly affects the feelings, and increases, 
as the painter meant it should, the impression of melancholy, 
and of peace. 

Again, in the ** Lancaster Sands,'* which is one of the plates 
I have mai'ked as most desirable for your possession ; the 
stream of light which falls from the setting sun on the ad- 
vancing tide stands similarly in need of some force of near 
object to relieve its brightness. But the incident which Tur 
ner has here adopted is the swoop of an angry seagull at a dog, 
who yelps at it, drawing back as the wave rises over his feet, 
and the bird shrieks within a foot of his face. Its unexpected 
boldness is a type of the anger of its ocean element, and warns 
us of the sea's advance just as surely as the abandoned plough 
told us of the ceased labour of the day. 

It is not, however, so much in the selection of single in* 
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tddents of this kind as in tlje feeling n-hicb regulates the at- 
langemeut of the whole subject that the minii of a great com- 
poser is knomi. A single incident may bo suggested by a 
felicitous cimnce, ax n pretty motto migbt he for the hejuliui; 
chapter. Bat tbe great cou)i>o8ers so aiTange all their 
deuigna that one incident illustrat«9 another, just aa one colom 
relieves another. Perhaps tbe " Hej-sham," of the Torksbiie 
which, as to its locality, may be considered a companiou 
drawing we have spoken of, tbe ■■ Lancaster Saiids," 
interesting an esample as we could find of Turner's 

this respect- Tbe subject is a simple nortb-couutn- 

TiUag^ OB the flhore of Ifbreoamba Baj ; not in IIm oomniia 
sense, a piotnieaqne village : tberearenopratfybow-iniidow^ 
or red toota, or zoo^ steps <tf entance to llie miiao Aixm, 
or qount gaUes ; nottiing but a ain^ street of thatobed and 
chiefly dny-boilt oottages, nmged in a someirliBt monotonoas 
line, the roots so green with moes that at fiist ve hard^ dis- 
cern the honsea from Uio fields and tieee. The Tillage street 
is closed at the end by a wooden gatc^ indicating Vtia littls 
tratKc there is on tiie road Uirongh it, and giringit something 
tbe look of a lai^ (annBtaod, in whlofa a ri^t of way lies 
through the yard. The road which leads to this gate is fuH 
of ruts, and winds down a bad bit of hill between two broken 
banks of moor ground, succeeding immediately to the few 
encloaures which surround the village ; they can hardly be 
called gardens ; but a decayed fragment or two of fencing 
fill the gaps in the bank ; and a clothes-line, with some 
clothes on it, striped blue and red, and a smock-frock, is 
stretched between the trunksot some stunted willows ; a wry 
small haystack and pigstye being seen at tbe hack of tbe cot- 
tage beyond. An empty, two-wheeled, lumbering cart, drawn 
by a ijaij- of horses with huge wooden collars, the driver sitting 
lazily in the sun, sideways on the leader, is going slowly home 
along the rough road, it being about country dinner-time. 
At the end of the vOlage there is a better house, with three 
chiiuDcys and a dormer window in its roof, and the roof is of 
stone shingle instead of thatch, but verj' rough. This house 
is no doubt the clergymau'B \ there is some smoke from one 
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of its chimneys, none from any other in the village ; this 
smoke is from the lowest chimney at the back, evidently that 
of the kitchen, and it is rather thick, the fire not having been 
long Hghted. A few hundred yards from the clergyman's 
house, nearer the shore, is the church, discernible from the 
cottage only by its low-arched belfry, a little neater than one 
would expect in such a village ; perhaps lately built by the 
Puseyite incumbent ; * and beyond the church, close to the 
sea, are two fragments of a border war-tower, standing on 
their circular mound, worn on its brow deep into edges and 
furrows by the feet of the village children. On the bank of 
moor, which forms the foreground, are a few cows, the carter's 
dog barking at a vixenish one : the milkmaid is feeding an- 
other, a gentle white one, which turns its head to her, expect- 
ant of a handful of fresh hay, which she has brought for it in 
her blue apron, fastened up round her waist ; she stands with 
her pail on her head, evidently the village coquette, for she 
has a neat bodice, and pretty striped petticoat under the blue 
apron, and red stockings. Nearer us, the cowherd, barefooted, 
stands on a piece of the limestone rock (for the ground is 
thistly and not pleasurable to bare feet) ; — whether boy or 
girl we are not sure ; it may be a boy, with a girl's worn-out 
bonnet on, or a girl with a pair of ragged trowsers on ; prob- 
ably the first, as the old bonnet is evidently useful to keep the 
sun out of our eyes when we are looking for strayed cows 
among the moorland hollows, and helps us at present to watch 
(holding the bonnet's edge down) the quarrel of the vixenish 
cow with the dog, which, leaning on our long stick, we allow 
to proceed without any interference. A little to the right the 
hay is being got in, of which the milkmaid has just taken her 
apronful to the white cow ; but the hay is very thin, and can- 
not well be raked up because of the rocks ; we must glean it 

* ** Puseyism " was unknown in the days when this drawing was made ; 
but the kindly and helpful influences of what may be call ecclesiastical 
sentiment, which, in a morbidly exaggerated condition, forms one of the 
principal elements of ** Puseyism,*' — I use this word regretfully, no other 
existing which will serve for it, — had been known and felt in our wild 
northern districts long before. 
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■< )ra, hence th^ smnlliiess of our stock l>ebind the willotrs ; 
t woman ia pressing a bundle of it hard together, kneel- 
g Bfiainst the rock's et^e, to cany it safely to the hay-cart 
ithci it di'opping any. Bejond the village is a rocky hiU. 
pj let with bniabwood, a square crag or two of Hmestone 
edging here and there, with pleasant turf on their l>row«, 
xved in ruaset and mossy mounds against the sky, whioh, 
inr fuid calm, and as golden as the moss, afi-otches dovni be- 
nd t towards the eea. A single cottage just shows its roof 
er the edce of the hill, lookinfr seaward ; perhaps on© of the 
.JJage sbepueras is a sen ciipmin now, and may have buiit it 
there, that bis mother may firet see the sails of liis ship wben- 
erer it runs into the bay. Then under the hill, and beyond 
the border tower, is the blue sea itself the waves flowing in 
over the sand in long curved lines, slowly ; shadows of oloud 
and gleams of shallow water on white sand alt«mating — miles 
away ; but no sail is visible, not one fisberbnnt on the beacli, 
not one dfirk Fqiecic on the quiet horizon. Beyond idl are Ihit 
CDmt)eriand mountains, elear in the sun, with rosy light on 
nil their crags. 

I should think the reader cannot but feel the kind of har- 
mony tlipre is in tliis conijioRitiot) ; flic entire jiurjioBc of the 
painter to give us the impression of wild, yet gentle, country 
life, monotonous as the succession of the noiseless waves, pa- 
tient and enduring as the rocks ; but peaceful, and full ol 
health and quiet hope, and sanctified by the pure mountain 
air and baptismal dew of heaven, falling softly between days 
of toil and nights of innocence. 

All noble composilion of this kind can be reached only bj 
instinct : you cannot set yourself to arrange such a subject ; 
you may see it, and seize it, at all times, but never laboriously 
invent it And your power of discerning what is best in es- 
pressiou, among natural subjects, depends wholly on the tem- 
per in which you keep your own mind ; above aU, on your 
living so much alone as to allow it to become acutely sensitive 
in its own stillness. The noisy life of modem days is wholly 
incompatible with any true perception of natural beauty. D 
you go down into Cumberland by the railroad, live in some 
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frequented hotel, and explore the hills with merry companions, 
however much you may enjoy your tour or their conversation, 
depend upon it you will never choose so much as one pictorial 
subject rightly ; you will not see into the depth of any. But 
take knapsack and stick, walk towards the hills by short day*s 
journeys — ten or twelve miles a day — taking a week from some 
starflng-place sixty or seventy miles away : sleep at the pretty 
little wayside inns, or the rough village ones ; then take the 
hills as they tempt you, following glen or shore as your eye 
glances or your heart guides, wholly scornful of local fame or 
fashion, and of everything which it is the ordinary traveller's 
duty to see or pride to do. Never force yourself to admire 
anything when you are not in the humour ; but never force 
youi'self away from what you feel to be lovely, in search of 
anything better : and gradually the deeper scenes of the natural 
world will unfold themselves to you in still increasing fulness 
of passionate power ; and your difficulty will be no more to 
seek or to compose subjects, but only to choose one from 
among the multitude of melodious thoughts with which you 
will be haunted, thoughts which will of course be noble or 
original in proportion to your own depth of character and 
general power of mind : for it is not so much by the consid- 
eration you give to any single drawing, as by the previous 
disciphne of your powers of thought, that the character 
of your composition will be determined. Simplicity of life 
will make you sensitive to the refinement and modesty of 
scenery, just as inordinate excitement and pomp of daily life 
will make you enjoy coarse colours and aflfected forms. Habits 
of patient comparison and accurate judgment will make your 
art precious, as they will make your actions wise ; and every 
increase of noble enthusiasm in your living spirit will be 
measured by the reflection of its light upon the works of 

your hand& 

Faithfully yours, 

J. EUSKIN. 
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THINGS TO BE STUDIED. 



The worst danger by far, to which a solitary student is ex- 
posed, is that of liking things that he should not It is not 
so much his difficulties, as his tastes, which he must set him- 
self to conquer ; and although, under the guidance of a master, 
many works of art may be made instructive, which are only 
of partial excellence (the good and bad of them being duly 
distinguished), his safeguard, as long as he studies alone, will 
be in allowing himself to possess only things, in their way, so 
free from faults, that nothing he copies in them can seriously 
mislead him, and to contemplate only those works of art which 
he knows to be eitlier perfect or noble in their errors. I will 
therefore set down in clear order, the names of the masters 
whom you may safely admire, and a few of the books which 
you may safely possess. In these days of cheap illustration, 
the danger is always rather of your possessing too much than 
too little. It may admit of some question, how far the look- 
ing at bad art may set off and illustrate the characters of the 
good ; but, on the whole, I beHeve it is best to live always on 
quite wholesome food, and that our taste of it will not be made 
more acute by feeding, however temporarily, on ashes. Of 
course the works of the great masters can only be serviceable 
to the student after he has made considerable progress him- 
self. It only wastes the time and dulls the feelings of young 
persons, to drag them through picture galleries ; at least, unless 
they themselves wish to look at particular pictures. Generally, 
young people only care to enter a picture gallery when there 
is a chance of getting leave to run a race to the other end of 
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1 they had better do that in the garden below. If, 

T^ w, tbeyTjave any real enjoyment of pictures, and want 

: at this one or that, the priucipul point id nerer to dig- 

lem in looking at what interests them, and never to 

ke ihem look at what does not Nothing is of the least 

to young people (nor, by thp way, of much use to old ones), 

what interests them ; and therefore, though it is of great 

riance to put nothing hut good art into their possession, 

?b nhen they are paasiDg though great houses or galleries, 

ley should be a'^"'™'' *" '"-^ '^ecisely at what pleases them : 

il it is not useful to ttiem as art, it will be in some other way : 

find the healthiest way in which ai-t can interest them is when 

they look at it, uot as aii, but because it represeats somcthiDg 

they like in nature. If it boy has had liia heart filled by the 

lite of some great man, and goes up thirstily to a Vandycfc 

portrait of him, to see what he was like, that is the whole- 

aomestway in which he can begin thestudy of portraiture ; if ha 

love mountains, and dwell on a Turner drawing because he sees 

in it a hkeness to a Yorkshire scar, or an Alpine pass, that 18 

Iho wholesomest way in which he can begin the study of tand- 

Hcnpe ; an<l if a girl's mind is filled with dreams of angels and 

sniiits, and slio p^uisf's lie f'lro nu Aiigplico bec[iuse she thinks 

it must surely bo indeed like heaven, that is the wholesomest 

way for her to begin the study of religious art. 

When, however, the student has made some definite prog- 
ress, and every picture becomes really a guide to him, false 
or ti-ue, in his own work, it is of great importance that he 
should never so much as look at bad art ; and then, if the 
reader is wilUng to trust me in the matter, the following 
advice will be useful to him. In which, with his permission, 
I will quit the indirect and return to the epistolary address, 
as being the more convenient. 
First, in Galleries of Pictures : 

1. You maj' look, with trust in their being always right, at 
Titian, Veronese, Tintoret, Giorgione, John Bellini, and Velas- 
quez ; the authenticity of the picture being of course estab- 
lished for you by proper authority. 

2. You may look with admir&tioD, admitting, however, 
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question of right and wrong,* at Van Eyck, Holbein, Perugino, 
Fraucia, Angelico, Leonardo da Vinci, Correggio, Vandyck, 
Rembrandt, Reynolds, Ghiinsborough, Turner, and the modem 
Pre-I^phaelite8.f You had better look at no other paiutei*B 
than these, for you run a chance, otherwise, of being led far 
oflf the road, or into grievous faults, by some of the other 
great ones, as IVIichael Angelo, Raphael, and Rubens ; and of 
being, besides, corrupted in taste by the base ones, as Murillo, 
Salvator, Claude, Grasper Poussin, Teniers, and such others. 
You may look, however, for examples of evil, witli safe univer- 
sality of reprobation, being sure that everything you see is 
bad, at Domenichino, the Caracci, Bronzino, and the figure 
pieces of Salvator. 

Among those named for study under question, you cannot 
look too much at, nor grow too enthusiastically fond of, An- 
geUco, Correggio, Reynolds, Turner, and the Pre-Raphaelites ; 
but, if you find yourself getting especially fond of any of the 
others, leave off looking at them, for you must be going wrong 
some way or other. If, for instance, you begin to like Rem- 
brandt or Leonardo especially, you are losing your feeling for 
colom-; if you like Van Eyck or Perugino especially, you 
must be getting too fond of rigid detail ; and if you Uke 
Vandyck or Gainsborough especially, you must be too much 
attracted by gentlemanly flimsiness. 

Secondly, of published, or otherwise multiplied, art, such 
as you may be able to get yourself, or to see at private houses 
or in shops, the works of the following masters are the most 
desirable, after the Turners, Rembrandts, and Durei-s, which 
I have asked you to get first : 

1. Samuel Prout. 

All his published lithographic sketches are of the greatest 

* I do not mean necessarily to imply inferiority of rank, in saying 
that this second class of painters have questionable qnalities. The great- 
est men have often many faults, and sometimes their faults are a part 
of their greatness ; but such men are not, of course, to be looked upon 
by the student with absolute implicitness of faith. 

+ Including under this term, John Lewis, and William Hunt of the 
Old Water-colour, who, take him all in all, la the best painter of still 
life, I believe, that ever existed. 
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value, wholly unrivalled in power of composition, and in love 
and feeling of architectural subject. His somewhat man- 
nered linear execution, though not to be imitated in your own 
sketches from Nature, may be occasionally copied, for disci- 
pline's sake, with great advantage ; it will give you a peculiar 
steadiness of hand, not quickly attainable in any other way : 
and there is no fear of your getting into any faultful manner- 
ism as long as you cany out the different modes of more 
delicate study above recommended. 

If vou are interested in architecture, and wish to make it 
your chief study, you should draw much from photogra2>hs of 
it ; and then from the architecture itself, \vith the same com- 
pletion of vletail and gradation, only keeping the shadows of 
due paleness, in photographs they are always about four times 
as dark as they ought to be ; and treat buildings with as 
much cai*e and love as ai'tists do their rock foregroimds, di*aw- 
iug all the moss and weeds, and stains upon them. But if, 
without caiing to understand architecture, you meriely want 
the picturesque chaiiicter of it, and to be able to sketch it 
fast, you cannot do better than take Prout for your escdimie 
master ; only do not think that you ai*e copying Prout by 
drawing straight lines with dots at the end of them. Get 
tirst his '• Rhine," and draw the subjects that have most hills, 
and kast Jircliitccture in ilicni, with chalk on' smooth paper, 
till vou can lay on his broad llat tints, and m^X liis <^radations 
of li«;lit, which are very wonderful ; then take up the archi- 
tectural sul)j(H^ts in the " Rhine," and draw agjiin and a^^^aiu 
the groups of tigures, iVc, in his " Microcosm," and " Les- 
sons on Liglit and Shadow." After that, proceed to <'opy 
the granl subjects in the sketches in '' Flanders and (ler- 
nianv ; " or in " Switzerland and Italy," if you cannot fret the 
Flanders ; hut the Switzerland is very far inferior. Tiieu 
work from Nature, not trvin^i: to Proutise Nature, by break- 
ing smooth buildings into rou<rli ones, but only drawiuiir f/vVv/ 
ijou S'V',Avith Prout's sim])le method and tirm lines. Don't co})y 
his coloured works. They are good, but not at all equal to 
his chalk and pencil dr.awings, and you will become a mere 
imitator, and a very feeble imitator, if you use colour' at all in 
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Prout's method. I have not space to explain why this is so, 
it would take a long piece of reasoning; trust me for the 
statement. 

2. John Lewis. 

His sketches in Spain, lithographed by himself, are very 
valuable. Get them, if you can, and also some engravings 
(about eight or ten, I think, altogether) of wild beasts, exe- 
cuted by liis own hand a long time ago ; they are very 
precious in every way. The series of the "Alhambra" is 
rather sUght, and few of the subjects are lithographed by him- 
self ; still it is well worth having. 

But let no lithographic work come into the house, if you 
can help it, nor even look at any, except Front's, and those 
sketches of Lewis's. 

3. George CruikshanL 

K you ever happen to meet with the two volumes of 
" Grimm's German Stories," which were illustrated by him 
long ago, pounce upon them instantly ; the etchings in them 
are the finest things, next to Rembrandt's, that, as far as I 
know, have been done since etching was invented. You can- 
not look at them too much, nor copy them too often. 

All his works are very valuable, though disagreeable when 
they touch on the worst vulgarities of modem life ; and often 
much spoiled by a curiously mistaken type of face, divided so 
as to give too much to the mouth and eyes, and leave too little 
for forehead, the eyes being set about two thirds up, instead 
of at half the height of the head. But his manner of work is 
always right ; and his tragic power, though rarely developed, 
and warped by habits of caricature, is, in reality, as great as 
his grotesque power. 

There is no fear of his hurting your taste, as long as your 
principal work lies among art of so totally diflferent a charac- 
ter as most of that which I have recommended to you ; and 
you may, therefore, get great good by copying almost anything 
of his that may come in your way ; except only liis illustra- 
tions lately pubUshed to "Cinderella," and "Jack and the 
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Beanstalk," and "Tom Thumb," wLich ore much over-l&bouiN 
ed, and coufiised iu lino. You should get them, but do not 
copy them. 

4. Alfred Bethel. 

I only know two publications by him ; one, the " Dance o( 
Death," with text by Reinick, published in Leipsic, but t« l>e 
had now of any Loudon bookseller for the sum, I belie^-e. ol 
eigbt«eu pence, and containing six piat«B fiUl of instructive 
character ; the other, of two plat«s only, " Death the AvengiT,'' 
and " Death the Friend." These two are far superior to the 
" Toilteutjuiz," and, if you can get them, will be enough in 
themselves, to show all that Retbel can teach you. If you 
dislike ghnstJy subjects, get "Death the Fi-iend" only. 

5. Bewick, 

The etecution of the plumi^e in Bewick's birds ia the most 
masterly tliing ever yet done in wood-cutting ; it is just worked 
OS Paul Veronese would liave worked in wood, had he taken 
to it. His vignettes, though too coarse in esecution, nnd 
vulgar in tj-pes of form, t« he good copies, show, nevertheless, 
intellectual power of the highest order ; and there are piec«a 
I of sentiment iu them, either pathetic or satirical, which have 
never since been equalled in illastrationB of this mmple kind ; 
the bitter intensi^ of the feeling being just like that which 
characterises some of the leading Fre-Baphaelites. Bewick is 
the Bums of painting. 



The " Book of Job," engraved by himself, ia of the higheet 
rank in certain characters of imagination and expression ; in 
the mode of obtaining certain effects of light it will also be a 
very useful example to you. In expressing conditions of glar- 
ing and flickering hght, Blake ia greater than Bembrandt. 

7. Richter. 

I have already told you what to guard against in looking at 
his works. I am a Uttle doubtful whether I have done well in 
including them in this catalogue at all ; but the fancies in them 
are so pretty and numberless, that I ihust risk, for their eaka, 
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the chance of hurting you a little in judgment of style. If 
you want to make presents of story-books to children, his are 
the best you can now get 

8. Bossetti. 

An edition of Tennyson, lately published, contains wood- 
cuts from drawings by Bossetti and other chief Pre-EaphaeUte 
masters. They are terribly spoiled in the cutting, and gene- 
rally the best part, the expression of feature, entirely lost ; * 
still they are full of instruction, and cannot be studie<I too 
closely. But observe, respecting these wood-cuts, that if you 
have been in the habit of looking at much spurious work, in 
which sentiment, action, and style are borrowed or artificial, 
you will assuredly be offended at first by all genuine work, 
which is intense in feeling. Oenuine art, which is merely 
art, such as Veronese's or Titian's, may not offend you, thougt 
the chances are that you will not care about it : but genuine 
works of feeling, such as Maude and Aurora Leigh in poetr}-, 
or the grand Pre-Baphaelite designs in painting, are sure to 
offend you ; and if you cease to work hiu-d, and persist in 
looking at vicious and false art, they will continue to offend 
you. It will be well, therefore, to have one tj'po of entirely 
false art, in order to know what to guard against. Flaxman's 
outlines to Dante contain, I think, examples of almost every 
kind of falsehood and feebleness which it is possible for a 
trained artist, not base in thought, to commit or admit, both 
in design and execution. Base or degraded choice of subject, 
such as you will constantly find in Teniers and othera of the 
Dutch painters, I need not, I hope, warn you against ; you 
will simply turn away from it in disgust ; while mere bad or 
feeble drawing, which makes mistakes in every direction at 
once, cannot teach you the particular sort of educated fallacy 

* This irt csi)€cially the case in the St. Cecily, Rossetti*8 first illustra. 
tion to the '* palace of art," which would have been the best in tin* book 
had it been well engraved. Tlio whole work should be taken up again, 
and done by line engraving, perfectly ; and wholly from Pro-llaphaelite 
designs, with which no other modern work can bear the least compari- 
son. 
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in question. But, in these designs of Flasman'e, you have 
gentlemonlj feeling, and fair kuowledge of anatoiuj, and fiim 
Betting down of lines, all applied in the loolishest and worst 
poaaible waj ; vou uuiuot have a more finished example of 
leained error, amiable want of meaning, and bad drawing 
with a steady hand,* " Retscb'a ouUines have more real ma- 
terial in them than Flasman's, occasionally showing true fancy 
and power : in artistic principle they are nearly as bad, and in 
taste worse. All ontlities from Htatuary, as gireii in works on 
ctasBica! art. will be very hiiHfiil to you if vfiii in tliu J.'ast like 
them ; and tuariy all finished line engniTiiiga. Sotae poitica- 
lar printfl I oonid name which popoena instmctiTa qoaUtie^ 
bat it wonld take too long to distingoish them, and the beat 
wt^y is to avoid line engrarings of fignrea altogether. If joa 
happen to be a rich person, pooniwmng qnantitiea of tbem, and 
if 70a are fond of the latge finished printsfrom Raphael, Cot- 
r^fgio, &&, it is TrfaoDj impoasiblfl that 70a ean make anj 

* The pTslie I liav« girea iDcldenUUjr to FUKnuu'i Miilptnn In tiM 
"SevBti Luapa," uid alaawlien, nfen wliollj toUaitiidiaa from Natnre, 
aad duple gronpe In marble, wUoh were aliraji good and loteteating. 
Still, I bare oTeirated blm, eTen In thi* retpeot ; and H Is generally to 
be remembered that, inepeaklngof artisti whose works I cannot be Bap- 
posed to have specially studied, the errors I full into will alwajB be on 
tlie fiiile of praiae. For, of course, prai!« is most lilie]/ tn be given 
when the thing praised is above one's knowledge ; and, therefore, is our 
knowledge increaseB, auuli things may be found less prniseworth; tbui 
we thought. But blame can only be justlj given wlipn the thing blamed 
is below one's level of sight ; and, practicallv, I never do blame anr- 
liiing until I have got well past it, and am certain that there is demon- 
strable falsehood In it. I believe, therefore, all ray blame to be wholly 
trustworthy, having never yet had occasion to repent of one depreciatory 
word that I have ever written, while I have often found that, with re- 
spect to things I had not time to stndy closely, I waa led too far by sud- 
den admiration, helped, perhaps, by peculiar associations, or other de- 
ceptive accidents ; and this the more, because I never care to check an 
expression of delight, thinking the chances are, that, even it mistaken. 
it will do more good than harm ; bnt I weigh every word of blame with 
scrupulous oantion. I have sometimes erased a strong passage of blame 
from second editions of my books ; bnt tliis was only when I found it 
offended the reader without convincing him, never because I repented 
of it myself. 
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progress in knowledge of real art till jou have sold them all 
— or burnt them, which would be a greater benefit to the 
world. I hope that some day, true and noble engravings will 
be made from the few pictures of the great schools, which the 
restorations undertaken by the modem managers of foreign 
galleries may leave us ; but the existing engravings have 
nothing whatever in common with the good in the works they 
jDrofess to represent, and if you like them, you like in the 
originals of them hardly anything but their errors. 

Finally, your judgment will be, of course, much affected by 
your taste in literature. Indeed, I know many persons who 
have the purest taste in literature, and yet false taste in art, 
and it is a phenomenon which puzzles me not a little : but I 
have never known any one with false taste in books, and true 
taste in pictures. It is also of the greatest importance to you, 
not only for art's sake, but for all kinds of sake, in these days 
of book deluge, to keep out of the salt swamps of literature, 
and live on a rocky island of your own, with a spring and a 
lake in it, pure and good. I cannot, of course, suggest the 
choice of your library to you, every several mind needs differ- 
ent books ; but there are some books which we all need, and 
assuredly, if you read Homer,* Plato, -Slschylus, Herodotus, 
Dante, f Shakspeare, and Spenser, as much as you ought, you 
will not require wide enlargement of shelves to right and left 
of them for purposes of perpetual study. Among modern 
books, avoid generally magazine and review literature. Some- 
times it may contain a useful abridgement or a wholesome piece 
of criticism ; but the chances are ten to one it will either waste 
your time or mislead you. If you want to understand any sub- 
ject whatever, read the best book upon it you can hear of ; 
not a review of the book. If you don't like the first book you 

* Chapman's, if not the original. 

f Carey's or Cayley's, if not the original. I do not know which are 
the best translations of Plato. Herodotus and ^schylus can only be 
read in the original. It may seem strange that I name books like these 
for " beginners : '* but all the greatest books contain food for all ages ; 
and an intelligent and rightly bred youth or girl ought to enjoy much, 
even in Plato, by the time they are fifteen or sixteen. 
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try, seek for rmotlier ; but do not hope ever to uadersfaod the 
Bubject without pains, by a reviewer's help. Avoid esiievially 
that class of literature which has a knowing tone ; it is the 
most poisonous of all. Hvery good book, or piece of book, is 
full of admiration and awe ; it niay contain firm asaertiou or 
stern satire, but it never aneei-a coldly, nor assei-ta haughtily, 
and it always leads you to reverence or love sometliinp with 
your whole heart. It is not always easy to distinguisli the 
RQtire of the venomous race of books from the satire of the 
noble mill pure ones ; but in r-enfral you may notice that the 
eold-bkiinlcil Crustncean nml Bafmrhian Ixioks will sneer at 
sentiment ; and the warm-blooded, homiai boob^ at sin. Then, 
in general, the more yon can restrain' yonr seiioin reading to 
reflective <» Ijria poetrf, history, and natoral hisbv7, avcnding 
flotion and the drama, the healthier yonr mind w^'beoooi& 
' Of modem poeb7 keep to Scott, Wordsworth, Eeat^ Cntbbc^ 
Tennyson, the two Brownings, Lowell, Longfellow, and Oov> 
entry Fatmor^ whose " Angei in the Hooae " ia a moot finiahed 
piece of writing and Uie sweetest analysia we po oooM of quiet 
modern domestio feeling; while Urs. Browning'a "Anrom 
Leigh " ia, as far as I know, the great«at poem which the cen- 
tury hsa produced in any language. Oaet Coleridge at «koe 
aside, as sickly and useless ; and Shelley as shallow and ver- 
bose ; Byron, imtil your taste is fully formed, and you are able 
to discern the majjnificence in him from the wroug. Never 
read bad or common poetry, nor write any poetry yourself ; 
there is, perhaps, rather too much than too little in the world 
already. 

Of reflective prose, read chiefly Bacon, Johnson, and Helps. 
Carlyle is hardly to be named as a writer for " beginners," 
because his teaching, though to some of us vitally necessary, 
may to others be hurtful If you understand and like him, 
read him ; if he offends you, you are not yet ready for him, 
and perhaps may never be so ; at all events, give him up, as 
you would eea-batbing if you found it hurt you, till you are 
stronger. Of fiction, read Sir Charles Grandison, Scott's 
novels. Miss Edgeworih's, and, if you are a young lady, 
Madame de Genlis', the French Miss Edgeworth; making 
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these, I mean, your constant companions. Of course you 
must, or will read other books for amusement, once or twice ; 
but you will find that these have an element of perpetuity in 
them, existing in nothing else of their kind : while their pe- 
culiar quietness and repose of manner will also be of the great- 
est value in teaching you to feel the same characters in art 
Itead little at a time, trying to feel interest in little things, 
and reading not so much for the sake of the story as to get ac- 
quainted with the pleasant people into whose company these 
writers bring you. A common book will often give you much 
amusement, but it is only a noble book which will give you 
dear friends. Remember also that it is of less importance to 
you in your earlier years, that the books you read should be 
clever, than that they should be right. I do not mean oppres- 
sively or repulsively instructive ; but that the thoughts they 
express should be just, and the feelings they excite generous. 
It is not necessary for you to retul the wittif st or the most 
suggestive books : it is better, in general, to hear what is al- 
ready known, and may be simply said. Much of the literature 
of the present day, though good to be read by persons of ripe 
age, has a tendency to agitate rather than confirm, and leaves 
its readers too frequently in a helpless or hopeless indignation, 
the worst possible state into which the mind of youth can be 
thrown. It may, indeed, become necessary for you, as you 
advance in life, to set your hand to things that need to be 
altered in the world, or apply your heart chiefly to what must 
be pitied in it, or condemned ; but, for a young pei'son, the 
safest temper is one of reverence, and the safest place one of 
obscurity. Certainly at present, and perhaps through all your 
life, your teachers are wisest when they make you content in 
quiet virtue, and that literature and art are best for you which 
point out, in common life and familiar things, the objects for 
hopeful labour, and for humble love. 
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